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All manuals of instruction on the Melodeon publislied up to fhis time do not answer the 
requirements of sacred music in the Catholic churches of America. They are either not at all in- 
tended for ecclesiastical music, but ouly for the parlor, — and many of these contain exercises 
altogether foreign to the peculiar character of the instrument — or they presuppose the knowledge 
of the Piano-Forte, which we are not justified to do in this country; or, finally, they are only pre- 
paratory to a course on the pipe-organ, and consequently iraperfect. The large majority of our 
churches and cliapels have as yet no pipe-organ, but only a melodeon. Hence our offorts this 
'Theory and Praxis of Melodeon-playing" intended in an especial manner for divine service, will not 
be in vain; for a long-felt want of such a book will be supplied thereby. 

The 1»* or theoretical part of these instructions does not presuppose any knowledge of 
music; for it begins with the rudiment of notation, and leads the pupil progressively to such a 
degree of perfection as every "organist" ought to attain. Moreover the most necessary information 
on the structure of the instrument, on notation, keys, fingering and so forth, has been given in a 
simple and concise style. Tet it will be found comprehensive enough to answer all demands of a 
diligent student. 

The 2^ or practical part contains a selection of over 300 short and long pieces in all major 
and minor keys, as well as in the old church-modes, all of which may be used during divine 
service, and as exercises. In order to aid the understanding of music, some remarks on the most 
ordinary forms of organ-composition have been added. The last chapter contains the liturgical 
ordinances conceming the use of the organ in church. 

The appendix contains the accompaniment to all responsories of Mass and Yespers, to all 
prefaces in the solemn and ferial tones, to the different modes of the psalms and their usual trans- 
positions, and to the Adsperges, Yidi aquam, Yeni Creator, salutads, Tantum ergo — a supplement 
which will prove necessary to many, desirable to all. 

I am indebted to Messrs. Herzog, Oberhoffer, Piel and Mettenleiter for their kind permission 
to make use of their compositions for, and works on the Melodeon. Thanks to both composers and 
publisher! 


St. FrandBy Wis. 

on the feast of St. Caecilia 1886. 


J. Singenberger. 
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FIRST PART. 

§.1. 

The Melodeon is a keyed instrnment, extemally resembling the Organ or Piano. Its tones are 
prodnced by the yibration of metallic reeds. The latter are oblong, thin and movable plates of a brasslike 
composition, haying one end flxed and the other lying over, so as to be agitated by a current of air from a 
bellows. The vibrating plate (lamina or tongue) produces the tone. If the plate is long and thick at the 
free end, its vibrations are fewer and its tone deep; if the reverse, its faster vibrations produce an acute tone. 
The reeds or tongues are placed in several rows on the upper part of the bellows. The free end of every 
tongue is within a narrow aperture, beneath which, in the interior of the bellows, there are valves, i. e. close 
lids faced with soft leather. These valves close the above-mentioned apertures (cancelli) air-tight by the pres- 
t sure of springs, and they are opened by touching the keys. 

i A series of tongues, which corresponds to the whole number of keys on the finger-board, is called a 

register. If a melodeon has one, two, three etc such complete rows of tongues, it is accordingly called an 
instrument with one, two, three etc. registers. Each register is contained in so called chambers closed up by 
horizontal doors; the chambers are opened by draw-knobs, called stops, handily adapted above the finger-board. 

The tongues are caused to vibrate by the in-flowing air and thus the tones are produced. A supply 
of air is forced out of the bellows, which are made to work by an altemate pressure on the two pedals. 
If this pressure is strong and repeated in short intervals the air is forced out with greater vehemence and 
accordingly the volume of tone increases; if it is weak and slow, the smaller amount of air produces a 
softer tone. 

In order to direct a cun*ent of air into a certain register, the corresponding stop must be pulled. 
But as each register is divided into two halves, two stops which however bear difTerent names, must be 
puUed to open the whole register; one of these two stops is intended for the upper keys (Treble), the other 
for the lower ones (Bass). Then, upon touching a key, the valve beneath the aperture is opened, the air 
forced out of the beUows gains access to the tongue and causes it to vibrate and sound. 

After these brief remarks on the constmction of a melodeon, the flrst requirement is the knowledge 
of the musical signs or notes, by which the keys to be touched are pointed out 




Notes. Sta£ Ledger Lmes. 

Notes are signs indicating musical sounds. They are marked on and between the lines of a 
staff which consists of 5 paraUel Unes and 4 spaces. 

Staff The 5 main lines The 4 spaces N^*f». ^? *^® "^^^ 

and in the spaces. 

: — l — 
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2: 


■ffl. ^ ^ 


^ ( ^ i^ 
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The notes indicate higher and lower tones according to their higher or lower position on the staff. 
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Tones, which exceed the above 9 degrees on the staflf, are indicated by small anxiliary or ledger 
below or above the staff. 

Ledger lines above the staflf: . t— «= _ ^ ^ a S 


Ledger lines below the staff: 


1= — := — - ' e> 
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»- .= 


V =. 


§•8. 

Names of Notes. Cle&. 

The names of the notes (degrees) are r, dj e^ f, g, a, h — the musical alphabet In this series of 
sacces&ive not«^ r indicates the lowest tone, and each snccessive note is by one degree higher than the one 
immediately preceding. The different degrees of the staff are named according to the position of the clef, 
a sign placed in the beginning of a line, which determines the name of the note on that line; thence the rest 
of the Botes are easilv fonnd. — Three clefs are nsed in onr instmctions, viz: 

i 


The (r- or Treble-clef on the second line: 
seeond line is ealled g, 

The F- or Bass-clef on the fonrth line: 
fsmih line is called f. 


it indicates that the note on the 
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indicating, that the note on the 


The C-cIef on the first, second, third and fonrth lines: 


§4. 


^^ 
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General View of Notes and Degrees. 


a'' OB the 5 main lines: 


L The (y-clef. 

b) in tho 4 spaccs: c^i on and between the ledger lines below and aboTe the staff: 
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d^ in their sacocssion: 
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II. The F-cIef. 

a) OB the 5 main lines: b) in thc 4 spaces: c\ on and between the ledger lines below and above the staff: 


ty 

g b d f a 
d^ in their successi 

a c e g "^ 'BT ^ ~ z; ~ zi 

f *: «I C ft 'ST J ^ 
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The suoces&ive notes <\ <?, «\ /*, //, «i, ft, r — , which ai*e called octave (becanse they are all within the com- 
pass of eight suooessive notes) are ivpeateil in both lower and higher pitches. These repeated octaves are 
known by the following distinotive namos: Oounter-ootave. great and small octaves, single-Iined, double- 
lined, triple-lined ootaves. 


§. 3. Names of Notes. Clefs. §. 4. General View of Notes and Degrees. §. 5. Dnration of Notes. Bests. 
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octave. 


Triple-lined 
octave. 
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Learn to read the foUowing notes fluently: 


1. 
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The flf-clef indicates always the single-lined g. 

The /'-clef „ „ the small /1 

The c-clef „ „ the single-lined c. 
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§.6. 

Duration of Notes. Bests. 

There are different kinds of notes, which are to indicate the difference in the duration of 

« 

tones, viz: 


Pi called Breve 


j 
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Semibreve 

Minim 

Crotchet 

Quaver 

Semiquaver 

Demisemiquaver (Va»)- 

Each of these different notes has the donble doration of the next, as appears from the flgures in 
parenthesis; compare the table below. In like manner there are signs indicating silence, which are called 
rests; their relative duration corresponds to that of the notes. 

Semibreve rest 


(2) 

(1) 

(V3) 

(VJ 

(Vs) 

(Vi«) 


Semibreve note 


a small stroke under the line 



f ■ ....... 

/p 
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*- * « V 
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Minims 


Minim rests 

smaU strokes upon the line 
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i 




. Crotchets .• 

—2., ,1— 


• • 
• • 


Grotchet rests 
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Quavers 


Quaver rests 


C P LJ~T^^^ 


• • • • 


Semiquavers 



Semiquaver rests. 


^ ^: ^-^.iMMf-T U U U ? 


Bem. The exact value of the notes and rests is flxed by the measure. 
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§.6. 

MeaEmre. 

By measure we understand an eqaal division of notes and rests. One of the different kinds 
of notes — a minim, crotchet or quaver etc. — is set down as the unit-note. Accordingly every note or rest 
counts as many time-parts or beats, as the unit is contained in it If, for instance, the crotchet is taken for 
the unit, a Semibreve contains 4, a Minim 2, a crotchet 1 time-part The measure is marked in the beginning 
of a piece, next to the clef. Every measure has a certain number of time-parts equally distributed on several 
sections, which are separated by yertical lines. Both these sections and the separating lines are called bars. 

Bars: 


The most common measures are the following: 

A. Simple even measures: 
The two-quarter (crotchet) measure: ^ | . The two-h«^lf (minim) measure: fe 


or 



the small Allabreve-measure, also marked thus: ^ l|i . 

B. Simple triple measures: 

The three-quarter measure ^ j . The three-eighth (quaver) measure 

The three half measure ^ j . 

C. Compound even measures: 
The four-quarter measure: ^ | or aJso called Common measure, marked thus: ^^ ^. . 


The four-half measure 


^^^- 


The four-eighth measure 


•^^- 


D. Compound triple measures: 

The six-quarter measure: ^-j— . The six-eighth measure: ^ § . 

Every note or rest counts as many of these time-parts or beats, as the unit-note (Va, Vi ^^' Vs) is 
contained in it. 


§•7. 

The Eeyboard. Names of tlie Eeys. 

The Eeyboard consists of lower white keys and upper black ones. Each of these keys is namcd 
according to the note which is made to sound by touching it The black keys are placed side by side in 
altemate groups of two and three. Every lower key at the left of two black keys is called c and the sub- 
sequent lower keys are d, e^ f, g, a, &, c. Thus the names of the lower keys are repeated like the names 
of the notes. 

Let the pupil now try to flnd the keys corresponding to the notes he leamed thus far. — In order 
to facilitate the reading of the keys, we add a view of the whole keyboard containing the corresponding notes 
below, and the names of the upper keys above the flnger-board: 


§. 6. Meaenre. §, 7. Ttae Eejboard. Namea of the Eeys. 


PoBition of the Bod; and Fin^rs. Style of Plajing;. 5 
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§.8. 
Position of the Body and Fingers. Style of Playing. 

Let the pnpil sit stralght and easy in front of tbe middlc of the keyboard. The stool mnst be 
bigb enough to level the elbows of the player with the keyboard. The upper arm ahonld slant down free 
and ancODStrained; the forearm should tt^e a borizontal position, so that the wrist, tbe middle of tbe hand, 
and tbe flrst pbalanges of the fingers form a straight line; the middle phalanges shonld be obliqne and tbe 
laet perpendicular, without however allowing the nails to touch the keys. The thumb m stretched ont straight 
and covers so much of the key aa to avoid its slipping off. Each finger shonld tonch tbe surface of ito key 
exactly in the center. Special C&re must be taken, leat the hands be held too high or slanting towards 
the little finger; in short, all positions which, by the weight of the hand, render tbe free action 
of tbe fingers impossible, mnst be avoided. The fcnuckles shonld not stand forth; the wrist mnst be 
toose and flexible; the bands, arms and the whole body of the player should be in a natnral and 
anconstrained position and remain quiet and at rest as mucb as possible. 

Let tbe player touch the keys quietly and softly, bnt at the same time firmly and withont Ungering. 
Tbe keys must be pressed down entirely, in order that the tone may sonnd ctear and 'complete at once. 

Tbe keys mmt be kept down exactly as long, as the valne of the notes demands. By removing tbe 
flngers from tbe keys too soon, the proper connection of tones will be broken ap and the music will sound 
"ragged". On the contrary, a slow and tardy movement of te flngers will cause a medley of tones disagreeable 
to the ear. Hence the flnger must allow the key to rebound with tbe same ezactness, as it was toached. 

The feet of tbe player mnst both be engaged in moving the two pedals continnaUy np and down. 
Let the feet be placed so that the heels are supported by the brazen borders of the pedals. 

The pedals must be moved altemately, bnt always to tbe bottom of the case and steadily, never 
abmptly, in order tbat tbe tones produced may be of a full and equal volume. Sudden breaks or interruptions 
in the pre^nre on the pedals produce an annatnral and broken tone. One foot begins ite pressnre on tbe 
pedal shortl; before tbe otber has completed it As soon as tbe air is tbos forced out entirely, the foot must 
be at once withdrawn, in order that the bellows may be reflUed witb air. A faster or slower action of tbe fe^t 
prodnces a stronger or softer tone. Before tiie pnpil commences to play, be ougbt to leam bow to use the 
pedals in a proper manner. Unnecessary baste, half-way or even sborter movements of tbe pedals, and above 
all violence should be carefuUy avoided. 

SiDgeDbsiger, Unlodftim-pliTiDg. ' 8 
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The style of playing a melodeon most be, like that of an organ, strictly legato (smooth, gliding), 
that is to say: The duration of the tones must exactly correspond to the entire value of the notes; therefore 
the keys must be kept down neither too long nor too short a time, in order to avoid both an unharmonious 
medley of tones and uncalled-for breaks or interruptions. 

For this purpose the proper use of the flngers, called fingering, is of the greatest importance. 
The principel rule is the- foUowing: Always have fingers free for the keys to be touched next. In 
order to carry out this rule, we have to resort to different modes of flngering: 1. Substitution, or changing 
flngers on the same key, — 2. Passing, or moving some flnger over the thumb, or the thumb under some 
flnger. — 3. Slide, or moving the same flnger smoothly from an upper to a lower key and vice versa, or from 
one key, blak or white. to the next. — 4. Distributition, or dividing a series of notes conveniently between 
both hands. In the subsequent exerciset these directions conceming the flngering ought to be most carrefiilly 
attended to. In order to accustom the pupil to a correct flngering, the flrst part of this book contains figures 
above the notes to point out a flnger of the right hand, and below the notes to direct the left hand. Every 
key, therefore, must be touched by those flngers only, which are pointed out The thumb of each hand is marked 
by the flgure +; 1 signifles the index, 2 the middle flnger, 3 the ring-flnger, 4 the little flnger. 

§. 9. 

Frmcipal Rules for Praetisers. 

Play slowly! 

Divide every piece into different sections, not too long, and practise each of them singly! 
Eepeat difficult passages very often! 

Count the beats loud, that you may leam how to keep time! Bead what is to be practised, 
before playing: the notes, their value, the corresponding keys, the flngering! 

Mind all signs of execution and be sure to understand their meaning! 

Accustom the eye to rest on the notes to be played, not on the keys! 

Play strictly legato and according to the exact value of the notes! 

Do not deviate from the given fingering! 

For the following exercises only two stops, Diapason and Melodia, are to be pulled. 


§.10. 

Exercises in tlie Gr-clef , 

written in notes of the same name for both hands. 

Whole notes or Semibreves. Count slowly and equally foui* Crotchets for a Semibreve. The sign 
||: :||, called Bepeat, indicates that the bars enclosed thereby are to be repeated. 

Bight hand. 

+c id 2^ sf X, 

m 




3 4 4 3 3 

Half notes or Minims. Count two Crotchets for each Minim. 


Minim Bests. 


n 


n 


n 


Best 


The flnger must be lifted up from the key during the whole duration of a Best. 
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Quarter notes or Crotchets. Count one Crotchet for each note. 
Crotchet Rests. ^ ^ « ^ « Best. 
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A dotted Minim J. is equal in yalue to three Crotchets. Count accordingly. A dot after a note or 
rest makes the note or rest half as long again; hence a dot after a Minim adds the value of a Crotchet to it. 
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9. 



u^ -_j Ji^ jj -j^ 


rffTT^ 


f 


j jij j j | i_j j | j j i ^hj-i 


"^ 


TrfT^^Tn 


r 



J I J j J j I j j-^ 


f r rJ ^ r r f ' r [ r f ' .f r f 


Pi 


j j J j ^ 


I 


m 


Eighth notes or Quayers. Count one eighth for each Quayer, since, in the following exercises, the 
quayer is the unit-note. 

10. 3 4 
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12. 
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In the following exercise, play two quavers, while you count One. 
One and Two and Three and Four and — . 


It is advisible to count thus: 


Bight hand. 

13. 


3 + 


4 + 



mirtitf 


One and two and three and fonr and 

Left hand. 
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Notes with different names. 
of the lower staff with the left hand. 


The notes of the upper staff are played witli the right hand, those 


§. 10. Exercises in the G-clef. 


The sign /7\ is called a hold or pause (corona), indicating that the note, over which it is marked, is 

to be prolonged a little. 
Bight hand. 
14. 
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Left hancL 
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A tie marked thus .- — ^ over two notes of the same name and on the same degree, combines the 
values of two notes into one. Consequently, the finger is not withdrawn to touch the key a second time, 
but remains on the key, as long as the united values of both notes require. 

*"• + 12 1% ^ » 3 2 1^^^^^^ 3 1 
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^2 ^a ^ 2^2^^ 
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18. 
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^^Cf l ^-C^ 
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■T^ 


2 4 
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t 2 + 


Meiienleiter. 


M f J ^^ Cr 


i^ 



-/3 ;3 J-J 


?=^4=i^ 


The foUowing exercise begins witli an imperfeet bar, containing only the last time-part of a bar. 
However, a perfect bar is obtained by adding it to the final bar. 
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IQ 4 4 

**• ^ + 2 ^ 
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Vi I i ^U-^JTlTf 
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21. 


c d e f g 


%. 11. EScercises in the F-clef. 
§. 11. 

Exercises in tlie F-clef 

for the lefb hand only. 


11 


g^-fr:^' r r rin~r=H^ J m-di n r rir r r rTr rn 
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Exercises for both hands, the notes in both clefs having the same name. 
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28. 


j/i pJ^ i ^^g/lfTT^^krjJ^^ ^ 



^ 


in jmi T^ 




14 1+ 1 3 -h 


1214 141-h 


A dotted crotchet (J-) equaJs the united value of a crotchet and quaver (J^J;. Hence, in the first 
bar of the preceding exercise, the note b contains the flrst time-part and half the second; a the other half of 
the second time-part. Count, therefore, as follows: 

One, two and three 


$ 
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^ 
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In the following exercise the fingers have to skip one or more keys, and consequently they must be 
spread farther than in the preceding exercises. 

31. 


+ 123 421 +123 4 
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§. 12. Tempo, 13 

In order to avoid too many ledger lines, a note of the lower staff is often transposed from the ^-clef 
into the 6^-clef. So, in the above exercise, the last note of the left hand has been transposed; nevertheless it 
is to be played with the left hand. 

§13. 

T e m p 0. 

By tempo or time we nnderstand the rate of movement in connting the time-parts (beats) 
of a measnre. The tempo is marked in the beginning of a piece above the npper stafl^ bnt freqnently it is 
changed in the course of playing. If no tempo be given, a moderately fast movement is understood. Let the 
pupil count slowly in the beginning but he ought to repeat a piece so often, as to adapt the movement to the 
prescribed tempo. The most usual terms relating to the rate of movement, are these: 

Largo = broad, protracted. 

Grave = grave, serious. . ^^^y ^^^^ ^^^^^ 

Lento = slow, lingering. 

Adagio = slow. 

Larghetto = less slow than Largo. 

Andante = less slow than Adagio. \ Slow tempo. 

Andantino = a little faster than Andante. 

Moderato = moderate. 

Maestoso = solemn, with grandeur. J Middling tempo. 

AUegretto = somewhat lively. 

Mlegro moderato = moderately fast 

AUegro = lively. 

Allegro con fmco = fiery. \ Fast tempo. 

AUegro con hrio = spirited. 

AUegro assai = very lively. 


'/i 


■•■■',( 


Vivace = sprightly. 
Presto = fast 
Prestissimo = fastest 


» ■«. 


'^^ 

x 


Very fast tempo. 


These indications of time are often modified by the foUowing adverbs: 

assai = very. meno = less. 

moUo = much, very. un poco = a little. 

troppo = very. piu moto or inosso = more lively. -^^ 

non troppo = not too much. meno mosso = less lively. 

piu = more. poco a poco = little by little. 

A gradual acceleration of movement is indicated thus: 

accelerando = growing faster and faster. 
stringendo = urging onward. 
piu stretto = hastening. 

A gradual transition into a slower movement is signified by such terms as: 

ritenuto (rit.) = holding back. cdlando = decreasing in movement and volume of tone. 

ritardando (ritard.) = slackening. a tempo or tempo primo = former strict time. \ 

raUentando (raUent) = slower and slower. Vistesso tempo = the same time. \ 

Since, however, these indications of time are rather vague and liable to divers interpretations, the rafe 
of movement is more exactly determined by Maelzel's time-measurer, called Metronome (M. M. means 
MaelzeFs Metronome). The pendulum of this instrument may be adjusted by a sliding weight, which, 
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>■ 


according to its place on a scale of 160 degrees, cattses the penduliun to vibrate faster or slower. If, for 
instance, the sliding weight (nat) is placed 'on 60^ the pendnlnm makes 60 swings in a minute and each swing 
points out the duration of the unit-note. The following figures indicate the different rates of movement 
approximately: 


M. M. j = 
J = 
J = 
J = 


n n 


n n 


n 


n 


60 

60 

90 

120 


I 


( 50 crotchets in a minnte) for the slowest movement 
(60 „ n II » ) foi* the slow movement. 
(90 „ » n II ) for tbe moderately fast moyement. 
(120 „ „ „ „ ) for the fast movement 


;= 146—160.(145-160 


n 


n n 


n 


) for tbe fiEistest moyement 


We see from this, that each one of the above moyements has a compass of seyeral degrees; e. g. the 
slow tempo has 30^ since the moderately fast tempo begins with the 90"» degree. The exact rate of move- 
ment is fixed by the character of the piece. 


§13. 

Exercises in botli Gle& with Notes of Different Names. 


32. Moderato. 
3 + 


Two-part Exercises. 
83. 



344 Andante. 

3 2 



es 


f 


m 

2 1 


e^ 
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-n^rf^ 
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3 + 


13 2+4 


In the following exercise, obserye the two-minim, or small Allabreye-measore. Count one on 
eyery minim! 


35^ AUegretto. 


I ■ 



§. 13. ExerciBes in both Clefs. 


IB 


36. Andantino. 

+ 2 4 



e^^ 


4 321 21+ i 


9 ^i /^ r I J^ f wrjv 
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4 2 + 
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3 1+ 4 2+ 4 ^i^ rrrv 


Accented and Unaccented Parts of a Bar. Syncope. 

The time-parts of a bar are partly accented, partly unaccented; the foimer are also called strong, 
the latter weak time-parts. Simple measures have always and only the first part accented, and the accents 
of compound measures are determined by the simple measures: Quadruple measures {%, ^/4, */«) have two 
accented parts, viz. the !■* and 3^. Sextuple measures (•/g, ^/4, •/a) have either two accented parts, viz. the 
1"' and 4**» or three, viz. 1»^ 3^ and 5*^, according as they are composed of two triple measures (2 X %, 2 X Vii 
2 X ^/2) or of three double measures (3 X ^/g, 3 X Vi» 3 X ^/2). If an unaccented time-part is tied to the 
next accented one, the accent is laid on the first of the two notes, though it is a weak part. Such an anti- 
cipation of the accent is called Syncope; e. g. in the 7*^ bar of No. 37. 

37. 

^ r-=-#-»-^ r^'^ P r-^ ^ f f\ 



4 + 2 


4 + 1 + 4 + 3 


uWVmx 
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§14. 

Sliarps, Flats and Natnrals. 

The sharp (it) placed before a note raises it by a semitone and indicates, that the next black or 
white key to the right mnst be played; the name of the note remains the same with the addition "sharp". 
For instance, the # before f makes it /* sharp; its key is the black one between f and g. 

The flat (t^) lowers the note by a semitone and indicates that the next key to the left must be 
played. The note is then read by its proper name with the addition "flat". 

The Natnral % signifies that the note is restored to its former pitch. 

These signs affect all notes of the same name in one bar, unless they are recalled. If, howeYer, 
they are marked at the beginning of a piece, between clef and measure, they are valid for all notes 
of the same name in the whole piece. In the latter case, they are called the signature of a piece ; in 
the former, accidentals. 

In the 2^, 4*^ 6*^ and 7*^ bars of the foUowing exercise f sharp is to be played instead of f\ 



2 + 


3 12 4 


Observe the B flat instead of JB in the 2^, 4*^, 6*^ and l^ bars of the following exercisel 



3 + 1 + 2 


+ 3 


3 


« + 4 


40* Adagio. 



^^ 


§. 14. Sharps, Flats and Natnrals. 
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82124-123 4 1 


1 4 



Herzog. 



43« Andante. 

2 

11 


12 3 


4 2 1 + 


Herzog. 



3 4 


If two dots are placed after a note, the second dot lengthens the note by half the value of the firsti 



The rest w has not only the value of 4 quarter rests, but some times also the value of a whole 
bar, no matter what the measure may be. See the rest in the flrst bar of the lower staff of No. 44. 
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8.16. 

Extensioii and Gontraction of tlie Handa 

ExtensioQ of the hands miist take place, when tJie compass of flve SDCcessiTe keys is exceedad, 
coDtraction, when the' keys are cloae tog^er and the flngers are bronght doser to eacfa other, thaii they 
wonld natorally faU. 

45. 48i + *i 42 
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In the following exercises, where two keys are to be toached by one hand, special care moBt be 
taken, that the flngers both tonch and leave the keys simnltaneonsly. Practise each huid singly. 
Ida. b. c 

23 4 12949212 123434at, 



§. 15. Extension and Contraction of the handi. 
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8- 16. 

Lond and StiU Snbstitation of Fmgers. 

Since the legato style of playing is essential to the organ, it is of tbe greatest importuiee to 
learn, tiow to change fingers od the same key, wbich we call sabstitntion. Is is styled lond, frhen the 
same key is to be tonched anev, (compare the 3' and 5"' lover bars of No. 63), still, Then the key remaiiu 
pressed dffwn, whHe one finger is replaced by another. This is indicated io tbe fingering by a tie <mr the 
two figores; e. g. No. 54 etc. 
53. 



§. 16. Lond uid Stm Satottttition of Ftngeni. 


In the following exerdaes, the tbumb most be made to alide as smootJily as possible from ke^ to key. 
Let Uie tonch of the keys belonging together be strictly simnltaneons. Flay strictly Legato! 
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The thumb mnst not be naed on black keys if it c&n be aroided. 
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-V- 

+ 

-' 1 

+ 

1 

+ 

+ 
1 

+ 

+1 

1+ 

4 

+ 

f 

1+ 

J 

T 
'i 

+ 

2 

)4 i ^ gi 1 f» ri r 1 i^. , 1 ij .1 1 1 -m r ?\f ^ i r-« 

"^ * 4 

-T= 

rt= 


-j. — 

1 

r 

iwt 

-«=J 

t^ 

-^ 

■■^-i^ 

-^ 

1 

_! — 


=1=1 




■2 3+3+ 2-1S2+3 2 


Note the change of cle& in the last two lover bars. This change in freqaently made, in order to 
avoid too maiqr ledger lines. 

§. n. 

Passing of Fingers. 

The passing of flngera onght to be practised with great care. Let the hand remain as qniet as 
possible, wfaile the tbnmb moTes onder one of the three middle flngers or one of these orer the tbnmb. 

SlBS*nb<i(<i, H 
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FintPut. 


b.4 
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c. 
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3 + 12 321 + 
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Dots aboye or below notes indicate that they are to be played in a short, pointed and distinct 
manner, expressed by the mosical term Staccato. The key is not kept down according to the entire valiie 
of the note, but it is made to rebound immediately after the pressure; the remaining time due to the note is 
taken up by a short pause. The opposite style of playing is expressed by the term Legato and indicated bj 
a slur above or below the notes. Whereyer there is no sign, the Legato is understood. 


§. 17. The Psaaing of Fingen. 
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8 4 8*+ Relnhird. 



Syncope! 



Relnhard. 

1 + 



+ 1324311 + 2 + 124821 + 12+4 1 


In order to ayoid too frequent substitations of flnger and still to play Legato, the mles of flngering 
allow also the 4**" flnger to pass over the 6*^ and the 3* over the 4*^, or the 5*^ under the 4**" and the 4?^ 
under the 3^. Apply this rule in the foUowing exercises: 

For the right hand: 


69. 



^ii) 'i{HU 


r 



•/■ 




S* 


24 


4 14 9 9 



rrr : r'r: r 


For tlie left hand: 



A Slide from one key to the next or &om an upper key to the nearest lover key moBt 1 
smootbly and very qnickly, in order that the Legato movement may be kept ap. 



iiiUiihUhiV,}l.i\.; ; 



§. 18. The Scale. Hijor Scale. Triad. 
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1 + 821 + 



+ g + + ^ •*" _ .•*" ^ + + + + a + 


The foUowing exercise contains all npper keys, sharped and flatted degrees. The pupil will observe, 
that cjf^ and d)^ haye the same key and tone, so also djj^ and e[7, fjj^ and ^l?, gjj^ and a^ ajj^ and &|?. Snch 
tones as haye the same sonnd, but different names (because they are marked on different degrees of the staff) 
are styled enharmonic. AIso e|| and /*, e and /'K ft^ and c, b and c{^ are enharmonic. 


75. 4 


B. llettMltiltr. 



i + 2 + 1 


2 +.1 + 1 



+ 2 + 



+ 12 1 » + 2121 + 1 21 + 

Da Capo dal Segno al Fine^ i. e. Bepeat from the sign yi to the word "Fine^. 


§. 18. 

The Scale. Major Scale. Triad. 

By a Scale or Gamut we unterstand a series of seyen successiye tones, arranged by measured inter- 
yals. The first tone of a scale is called tonic or key-note and it giyes eyery scale a distinctiye name. 
Therefore, the series c^ dj 6, f^ g, a h \& called the C-scale, because c is the fundamental tone or tonic. The 
7^ tone of the ascending scale is called subtonic or also the leading tone, because it leads to the eigth 
degree or octaye, which, though it is only a repetition of the tonic, must be added for the sake of a satis- 
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factory termination of the scale. The C-scale consists of 6 tones* and 2 semitones. The intervals between 

c an (7, d and e, f and g, g and a, a and h have each an intermediate tone, (compare the black keys of the 

finger-board), whereas e and f^ b and c have none. Hence tiie distance between e and f, b aad e is the smallest 

mosical interval, which we call a semitone; the remaining 6 intervals are called tones. A scale which con- 

sists of 5 tones and 2 semitones, is called diatonic. If, however, the intermediate tones are added, we obtain 

a series of 12 semitones, the socalled chromatic scale. A diatonic scale having the 2 semitones from the 

3^ to the 4^^ and from the 7^^ to the 8^ degrees, is called a Major scale. E. g. 

1 1 V. 1 1 1 Vt 
c, d, eC^f, g, fl, bC^c 

1, 2, 3, 4, 6, 6, 7, 8 
is ihe (7-major scale, becaose the semitones are between the above-mentioned degrees. 
Practise the playing of the scale to perfection! 


p:^^rfrrtt^-^^^rrfrr;jjj ^7 T I 



n 


"f^ 


jj jjJrrrr^r^cq^P^^j^^ 


I 



The simnltaneoos sonnding of the first, third and flfth degrees of a major scale (Tonic, Third, and 
Fifth) constitnte the chord of a major triad. Hence if (7 is the tonic, c, e and g from the chord. The 
snccessive performance of the same notes is termed a broken chord. 

+ 12 4 2 1 - f 1 t 4 « 1 4 -12421 +12421 'Jg^ 
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3 4 2 1 + 12 
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These and the foUowing exercises may also serve as an illnstration to the remarks made on fingering 
(extension of fingers). 

+ 13 4 3+ +12481 +12421 +__13^3_L 



Musical compositions or parts of them, in which the constitnent tones of the C-major scale are pre- 
vailing, are said to be written in the C-major key. 

* The word '^tone'* is, here and in other piaces, used to signify the interval between two successiye notes. Webster 
remarks: "There is evident incongmity in nsing tone for indicating the interval between tones. As the word scale is derived 
from the Italian scala, a ladder, the intervals may well be cailed "steps". But the use of tone in tlie meaning of step is commonly 
almost uniyersal'^ (Webstef s Unabridged Dictionaiy). 


§. 19. Tbree-part Exereises. 

§19. 

Three-part Exercises. 

Two parts for the right hand. 

4 1 2 3 
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Two parts for the left hand. 
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Observe the eztension and contraction of fingers in No. 84. 
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Snbstitute one finger for another withont allowing the key to rebonnd. 


J. G. Hemg. 
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g. 20. The Uioor Scale. 



§30. 

The Minor Scale 

is distingaised from the major scale by the differeat position of its semitones. Every major scale has its 
parallel minor scale, the tonic of which is foand a tone and a semitone (IVs toaes) helow the tonic of the 
major acale. The semitones of the diatonic minor scale are from the 2^ to the 3^ and £rom the &"> to tha 
6"* degrees. Hence the degrees of the minor scale, paraUel to C-miyor, are: 
1 V. 1 1 V. 1 1 
a, b^^c, d, er^f, g, a 
1, 2, 3, 4, 5, 6, 7, 8. 
Uoreorer, we distingnish betwe^ the harmonic and the melodic minor scale; the former has the 
7"' degree of the diatonic scale sharped, thns containing three semitones on the 2—3, 6 — 6 and 7—8 degrees. 
The latter has the &^ and 7^'' degrees sbarped, bat only when ascending; descending, it eqnals the diatonic scale. 
The following scale is to be pl&ysd in a threefold mtmner: 

1**, withont any sharp = the diatonic minor scale. 

2"', with jjf only = the harmonic minor acale. 

3^7, ascending with /^ and gf^, descending withont any sharp = the melodic minor scale. 



+ 38« 

The tonic, third, and flfth of the minor scale are the constitaents of the Minor Triad, hence of 
A-minor the constitoents are a, c, and e. 
89. 



Compofdtions foonded on the .i^minor scale, are said to be written in ..1-minor. 
Note tbe slide of the thnmb in the middle part of tbe following exercise and endeavor to make it 
as closely and amoothly as poasible. — The ^^ in the secoad Jast bar most be played with the right hand, 
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whicli is indicated by a brackets and the letters r. h. = right hand. The small a in the last bar most IJkewise 
be played with the right hand. Both notes are transferred to the lower staff to avoid the use of ledger lines. 


91. 4 — 



+ 2 + 2 + 3a + 12 


§.81. 

Transposition of the Scala 

Both the major and minor scales may be begun on any one note, in other words, they may be 
transposed to any pitch. Yet, the tonic being once flxed, the different intervals mnst be conformed to those 
of the primitiye scales of C-major and il-minor. But this can be effected only by sharping and flatting: certain 
notes, which are pointed out by the signature (|| or t^) at the beginning of a piece. The sharps or flats, 
forming the signature, influence all notes of the same name thronghout the whole piece, unless they are recalled 
by a natural j^. 

The signature of the (7-migor scale is one jj^. 
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§. 21. TnuispoBition of the Scale. 
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Fint Part. 


The minor scale parallel to (7-major is ^-minor, which is given in the next ezerdse in its three forms: 
harmonic, melodic, and diatonic. Let the pupil practise this and all subsequent scales with fluent eyenness and 
correct fingering. 
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In case that the parts assigned to one hand are too far apart or rather inconveniently arranged, the 
other hand will supply the deficiency; e. g. the middle part of the 5^^ bar in the foUowing piece is played with 
the left hand. The same occurs in the two last bars. 
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§. 21. Transposition of the Scale. 
The signatore of the 2>-major scale is 2 j|, yi2. fjj^ and c||. 
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Tha minor scate parallel to D mBJor is B minor. 
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Before continniitg the scales which have sharps for their signatore, we pat in those having oce tr asd 2^. 
The sigQatare of the ^-major scale is one f. viz. b^. 



Observe the slide of the same finger from a lower to an upper key io the following i 
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§. 21. TranapoEdtion of the Scale. 
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The minor scale parallel to jP-major is 2>-minor. 
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36 First Part. 

The signature of the 5J?-major scale is two i?, viz. &> and ej^. 
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The following piece shows again, how the middle part must be played by the right hand and left 
hand altemately. 
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The minor scale parallel to £|?-major is (7*minor. 
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Fonr-part exercises. 

The foor parts of a piece ai*e commonly known by the four ranges of the human voice; hence the 
nppermost part is called Soprano or Treble, the second Alto, the third or the npper one in the lower staff 
Tenor and the fourth Bass. Each hand is to play two of these parts. The Treble and Tenor-notes have 
their lines of dnration marked npward, the two other parts downward. 
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Fr. Schnelder. 
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§. 23. Dynamici. Pynamieal Signs. 
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Count 4 minims in the foUowing ezercise, one for each. Observe also the ties in the flnal bars. 
120. * 
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§38. 

Dynamies. Dynamical Signs. 

The notes indicate only the pitch and dnration of tones; their different degrees of force, however, 
which are called dynamics, are indicated by special signs called dynamical signs. These signs must be 
considered as an essential part of a composition, withont which it is impossible to perform a piece with the 
proper expression. Let the pnpil, therefore, stndy the meaning of the following dynamical signs, which occnr 
most frequently: 

p = piano = with a soft or low sonnd. f = farte = with a lond sonnd. 

pp = pianissitno = with a sound softer than piano. ff = fotiissimo = with a sonnd louder than forte. 

mf = mezto forte = with a moderately loud sound. pf = poco forte = with a sound louder than piano. 

rf = rinforzando = with force and emphasis on a single tone; the same is expressed by marcato. 

sf = sforzando = a higher degree of rf. 

cresc. = crescendo ( "d ) = with a gradual increase of volume. 

decresc. = decrescendo (Ii::==-^ — ) = with a gradual decrease of volume. 

dim. = diminuendo = with a gradual decrease to pp. 

— < >— = messa di voce = with a gradual increase followed by a gradual decrease. 

morendo or smorfo/ndo = dying away. 

perpendoso = losing itself (the tone). 

coL = calando = growing slower and softer. 

10* 
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First Part. 


Besides these terms also the following words are often nsed to modify the performance: 

AmabUe = lovely, pleasing. Pomposo = grand. 

Animato = spirited. lamentoso = plaintively. 

Con brio = with flre. funebre = gravely. 

Dolce = softly, sweetly. CantcMe = in a melodious, flowing style. 

Bisdtdo = flrmly. 
These varions degrees of force in mudc are to the ear that which light and shade in painting are to 
the eye. It reqnires indeed great care and patience to give due attention to this variety of dynamical degrees, 
yet, by neglecting them we deprive music of its beauty and efficacy. 

The following directions are to show how the pupil ought to perform a piece dynamically correct. 

1. A fast movement of the pedals produces a loud tone, a slow movement a soft tone. Ad4 to this, 
that the playing of a passage consisting of fiill chords requires a greater quantity of air and consequently a 
fast movement of the pedals. 

2. The Crescendo is produced by moving the pedals gradually faster; tlie Decrescendo, by moving the 
pedals gradually slower. 

Most of the Amercan melodeons have a socalled swell, which is attached above the pedals as high as 
the knee of the player. Upon pressing the knee against the swell, the volume of the tone is gradually in- 
creased, provided that, at the same time, the p^dals are moved foster. The proper use of the swell requires 
careftd exercise, as eveiy pressure of the knee more or less strong produces at once an audible change in the 
volume of tone. Therefore, the pupil must try and try again to move the pedals and the swell in such a 
manner, that a smooth and even tone is produced. For this reason, the pressure on the swell as well as on 
the pedals must be quiet and even, and it must he repeated fast or slow according to the required volume of 
tone. This exercise must be repeated again and again, until the pupil is able to sustain a chord in all degrees 
of force as long as he wants. — Begin with playing the following notes first p, then pp^ mf^ f. 
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Then try the crescendo and decrescendo in the following manner: 
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Both exei*cises combined: 
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Next play tilie following chords pp, p, mf, f and sustain the same force of tone. 



Bepeat the same exercise with a crescendo and decrescendo as above, and flnally in the following manner: 


§. 23. Dynamics. Dynamical signs. 
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122a. cresc decresc. 



Now, let the same exercise be repeated with some additional stops and finally with all stops. Many 
melodeons, principally larger ones, are famishe& with a mechanism similar to the swell on the opposite side. 
It yields also to a pressure of the left knee and thus opens all registers at once, while the stops remain un- 
touched. Such a mechanism is called Grand Organ. Other instruments have a special stop for the same purpose 

It would be well to repeat the previous exercises with an application of dynamical signs, as they are 
given in the subsequent pieces. 

It may not be superfluous to remark here, that the use of the swell should not be tumed into an abuse 
by applying it constantly and without any reason whatsoever. That would be mawkish affectation, a style of 
playing which means nothing and disgusts the hearer, especially during divine service. A judicious observance 
of dynamics infuses, as it were^ a soul into the lifeless notes, and therefore, it cannot be called sentimentality. 
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126. Andante, 
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First Part. 


The Comma 9 01* short vertical line 1 , which, in vocal music, is frequently used as a sign of breathing, 
is also employed in instrumental music, and indicates that certain notes are to be distinctly separated by a 
very short interruption, not unlike the pause wbich a reader makes at a comma in recitation. 


§.«4. 

Triplets. 

The value of a note has thus far always been divided into two halves, e. g. semibreve (whole) 
= 2 minims (halves), a minim = 2 crotchets, a crotchet = 2 quavers etc. Yet there exists also a triparti- 
tion of a note, e. g. A semibreve = 3 minims, a minim = 3 crotchets, a crotchet = 3 quavers etc. Sach 
groups of 3 notes are called triplets. They are divided according to the value of the notes into triplets of 
minims, triplets of crotchets, quavers etc and are indicated by the flgure 3 placed above or below such 
groups of notes. The flgure 3 is, however, frequently omitted, since, in most cases, a triplet is easily distingnished 
from other notes. As to the value, a triplet equals two notes of the same kind or the one, from which it is 
derived by tripai-tition. 
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§. 25. Embellishments. 


46 



§.25. 

Embellislmieiits. 

Althongh organ-compositions are comparatively seldom omamented with so-called embellishments, yet 
the pupil must know the manner of writing and performing them on accoont of the few which occur. 

1. Appo^atura, or leaning note, placed before the piincipal note and taking half the time of the 
principal note. 

Written. Performed. Written. Performed. Written. Performed. 
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But if the principal note occupies three time-parts, the appogiatura takes two of them. 

Written. Performed. Wrttten. Performed. 



In modem compositions the appoggiatura is usually written out, as it is to be performed. 
2. Aeclaccatara, an embellishment written with an oblique stroke across a small note and performed 
very quickly. 


Written. 


Performed. 



Written. Performed. 


3. Tarn c^ , indicating an embellishment constisting of the note beside which the character is placed, 
the note above it and the semitone below it, performed in quick succession. 

Written. Peiformed. Written. Performed. Written. Performed. 



When the note above is flatted, the character is written ^; when the note below is sharped, it is 


written 


Written. Performed. 

3 


Written. Performed. 


Written. Performed. 



4. Hordente ^^ consisting of two notes, the first of which is the same as that over which the 
char^cter is placed and the second a tone or semitone above. 

^ Written. Pcrformed. 
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5. Trill; Shake; tr or fr indicating that tbe note to which it belongs is to be rapidly 

alternated with the note above; it is tenninated by a torn, consisting of the note itself and the next 
note below. 


Written. 

tr 


Performed 



Performed. 


^^m 



A jl or b or t| above the trill (fr, fr, ©•) belongs to the note above. 

These brief remarks on embellishments or graces will snffice for our porpose. The performance mnst, 
of course, be very smooth, distinct and qoick; if not, they are anything but embellishments. Special attention 
must be paid to the precise lifting of the flngers and an even and rapid succession of tones. 
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The mark sva (octava) over a note or series of notes indicates that the notes, over which it is extended, 
are raised by an octave. If the same mark is placed under the notes, they are lowered by an octave. The 
term *'loco** recalls the above mark and indicates that the notes have again their original pitch. 
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§.26. 
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§36. 

Now, we return to the different transpositions of the major and minor scales, as they succeed one 
another. Let the pupil practise them together with the repetition of the previous exercises, and before 
beginning to practise the subsequent pieces of the respective key. A frequent practice of the scales will aid 
the pupil to surmount the technical difficulties, and to acquire a smooth and even style of pla^ring. Moreover, 
thiB scales aflford a very useful exercise in regai^d to dynamics, if, for instance, the ascending scale is performed 
crescendo, the descending, decrescendo, then again legato or staccato, p and pp^ or mf and f, 

The signature of the J.-major scale is 3 J(, viz. /"Jf, cjf, g^ 
129a. 
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The minor scale, parellel to J.-major, is J^^-minor. 
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The short cadences annexed to the scales ought to be committed to memory. By a cadence we 
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mean the final bars of a piece, which form a satisfactory and graceful close. 
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iJ-major with 4 #, viz. /"jf, cJJ, ^j|, <?|. 
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49 



£-major with 5 ^, yiz. /*j|, c^, gjj^^ djj^, ajj^: 
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jPj|-major with 6}}, viz. /"Jf, cj|, gjf^^ d}}, ajf, e#; this scale is enharmonic with O^l^-major with 6;?, 
viz. ftt^, et^, at^ di?, ^^t^, c^ 
135a. 
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(7t^-major. 


Fingering like jPjf-major. 
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Of the two parallel minor scdes, ^t?-minor is more frequently employed, than 2>^-minor. 


b. 


harmonic. 


M'i'rinrki 



melodic. 
1 + 


JJT3 J -7T3 I 


%K\^> \ pjiP^ ^ 



^''^fff^ 


+ 1 + 


\ m' {^! i!^ I 


^b±v. 


diatonic. 



n^ 


I 


'>^",V ^ :i^! ["tj^^ 



186a. &t?-major. 

4 


b. -&t^-minor. ^ 



[•■■ 


§.26. 


61 


Dir-major with 5 K tIz. h^, e^, a^, i^, g^: 
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A>-major wit 4 i^, viz. 6t?, eb, al?, d|7. 
139 a. 
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i?J?-major with 3t?, viz. 6t^, et^, at^: 
141 a. 
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§. 27. The chromatic scale. 
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Tlie chromatic scale. 

If the semitones intervening between the seven principal tones of the diatonic scale are inserted, we 
haye a saccession of 12 semitones, the so-called chromatic scale. 
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§.38. 

Artistic Ferfomaiioe. 

It is not safflicient to perform a composition technically correct, bnt the main requisite of an 
artistic performance is the understanding and appreciation of the beauties contained in a composition. Hence 
the performer must endeavor to penetrate into the spirit of a composition, to comprehend the ideas and the 
individual feeling of the composer, and to reproduce them in his own performance with all the means at his 
disposal. This faculty cannot be taught; it requires musical talent and a fine taste, which alone will 
enable the performer to study and flnally comprehend the ideas expressed in a composition. In short, music 
cannot be taught by drilling, but by developing that gift of nature which we call musical 
talent. The various emotions of the composer are intimated principally by tiie peculiarities of the key, 
tempo and dynamical niceties (shading), as well as by the different timbres of sound and their com- 
binations. In order to inculcate the proper meaning of a composition, and to facilitate the artistic performance, 
modem composers are wont to add numerous directions for the performer, such as tempo, dynamics etc. The 
pupil ought to observe these indications accurately, in order to reproduce thei composers work completely 
in his own performance. On tempo and djmamics we have ah*eady given the necessary information. But there 
is another means of the greatest importance for an artistic performance, a means by which the performer is 
enabled to produce a great variety of timbres and combinations thereof on the melodeon and, to a still greater 
extent, on the organ: it is the judicious use and tasteful combination of the different registers. 

§. 29. 

Registers and Stops. 

It is a great mistake to judge from the number of stops, that there must be an equal number of 
registers or sets of reeds. The long row of stops are but too often a mere show and swindle, by which 
people who have no insight, are imposed upon. A register or a complete set of reeds, corresponding to the 
compass of the key-board, has two stops. Besides, there are stops which do not cause any xjhange of timbre, 
but only a slight increase in the volume of sound. 

1. Sonnding stops. 

According to the different pitches of sound, we speak of eight-foot, four-foot, two-foot,\ sixteen-foot 
stops. The 8ft. stops produce the normal pitch of sound, the lowest sound bemg F of the coimter octave 
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§. 28. Artifltic Performance. §. 29. Begisters and Stops. §. 30. Combination of stops. 55 

(on instnunents yrith a compass of only four octaves, it is great (7); every key sonnds the pitch indicated 
by the note. 4ft stops make the keys sound one octave higlier tlian indicated by the notes; 2ft. stops two 
octaves higher, and 16 ft. stops one octave lower. Hence if 4ft. stops are to produce the same pitch as 8ft 
stops, those keys which are one octave lower than indicated by the notes, must be touched; with 16 ft. stops, 
one octavd higher. The list below contains the stops in common use, together with their pitches as we flnd 
them on melodeons with one key-board. 

Those who have the means to procure an instrument with two rows of keys, called, manuals and even 
with foot-keys, do better, if they buy a pipe-organ of small dimensions, which both in volume of tone and 
dnrability surpasses the largest melodeon. 

As to the stops, the instruments of different firms vary some times in the nomenclature and arrange- 
ment of stops; but that will be easily discemed by examining and hearing them. 
Stops with 8ft. sound: 

Diapason for the Bass — Melodia for the Treble. 

Voce jubilante „ „ „ 

Grand Solo „ „ „ 

Bassoon „ w » Hautboy „ „ „ 

Cor anglais „ „ „ Flute „ „ „ 

Stops with 4ft sound: 

Viola for Bass — Flute for Treble. 
Violetta „ „ Celeste „ „ 

Principal „ „ 
Stops with 16ft. sound: 

Sub Bass from C to c , on larger instmments from C to e. 

Bourdon from the deepest F to e\ Clarinet or Clarionet for Treble. Saxophone for Treble. 

2. Silent Stops. 

Vox humana — a kind of fan-wheel, by the revolving motion of which the sound becomes smooth 
and wavy, intended to imitate the human voice. 

Tremolo — a stop never to be used in sacred music; and even otherwise it is a mere nuisance, 
offensive to a musical ear. 

Octave Coupler — a contrivance, by which the octave of a key is pressed down together with the 
key tonched, to produce an increase in volume of sound. 

Forte — a stop intended to cause a slight increase of volume. 

The knee-swell and grand organ have been spoken of in a previous chapter. 

Combinatioii of stops. 

By combination of stops we mean the art of selecting the proper mixture of stops for the sake of 
producing a certain timbre of sound. It is, certainly, a matter of careful study to make such combinations as 
snit the peculiar character of a piece. As a rule, the performer must pull two stops belonging together at a 
time. For mere accompaniment, those stops producing soft tones will answer best Both the pulling and the 
pushing of stops ought to be done skillfully and quickly, and, as much as possible, by force of the fingers only. 

In compositions for the melodeon, the stops wanted are frequently indicated by the initials enclosed 
in parenthesis; e. g. (D) = Diapason, (M) = Melodia, (FL) = Flute, and so forth. When these indications 
haye an oblique stroke across them, they signify the closing or pushing back of the respective stop; 
e. g. (D) denotes the closing of Diapason; the same is indicated by the initials enclosed in brackets, e. g. [D]. 
Those indications marked over the upper staff are intended for the treble, those under the lower staff for the 
bass, and those between the two staves for both treble and bass. 
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§-3t 

Preservatioii of tlie instmmeiit Repairs. 

The melodeon may be iijared by damp weather, draught, dry heat, and dost Therefore, the instm- 
ment ought not to stand near a stoye, nor close to a damp wall, nor in a place which exposes it to the rays 
of the sun. The stops most be closed, in order to keep the dnst from the reeds. Gare mnst be taken not to 
iqjnre the instmment by a violent and abmpt pressnre on the pedals and keys. Occasional disturbances of the 
instniment shonld be attended to and repaired without delay. Many defects may be easily repaired. 

Ifa key sounds without being touched, the corresponding yalve does not close the aperture admitting 
air to the tongue. The causes of this defect may be as follows: The key is preyented from rebounding by 
friction. I know cases where, in consequence of damp weather, the frame in front of the key-board was bent 
a little towards the keys, which on this account were preyented from rebounding. A slight abrasion of the 
frame remoyed the obstade. — Frequently also the yalye does not close the aperture air-tight, because it is 
coyered with dust, or because the spring attached to the yalye has lost part of its elasticity. Sometimes the 
spiing is detached from the yalye by striking the keys too yiolently, or the yalye is stopped by a small nail 
dose by it, especially when it opens too far. In many such cases we can easily reacyust the yalye by repeated 
short touches of the key; generally, howeyer, we haye to open the chamber, (eyery one ought to haye this 
ezplained by the manufacturer or merchant, when he buys the instmment) in order to readjust the yalye. 

If a tongue does not sound, brush the dust from it. Open the chamber, pull out the tongue with 
the indsed wire, which is found in eyery instmment, put a slip of paper under it, and clean it with a soft 
brush. Do all this carefidly and the tongue will sound again. 

The tongues are put out of tune either by dust or by a break. In the former case clean the 
tongue, in the latter buy a new one. In ordering a new tongue giye the name or number of the instmment, 
or at least the name of the register, note and octaye. In order to be sure of haying the tongue tuned well, 
send the tongue next to it along with the order. 

The rattling of a tongue occurs, when it is loose and its edges are exposed to fiiction, — which 
rardy happens. Pull out the tongue and file the edges a little, but so as not to break it. 

As to the rest, is is adyisable to consult a manufEicturer of instmments in order not to make the 
iigary worse. 


§•32- 

ModnlatioiL 

By modulation we understand the transition from one key into another. The art of modulating 
Ibrms part of Harmony, the study of which is indispensably necessary to complete the musical training of an 
organist. Yet, since a good many of our organists, notwithstanding the great number of good manuals of 
instraction on this point, find no opportunity of making a thorough course in Harmony, I haye deemed it 
adyisable to append a synopsis of yery brief and simple modulations from all keys into all keys, in order to 
lessen somewhat the frequent and gross mistakes made in modulating. Each modulation is followed by a short 
cadencey which is to make the transition into the new key satisfactory and pleasing to the musical ear. Let 
the pupil commit them to memory! 

AIl accidentals in parenthesis are to be obseryed only when the modulation is to be made from one 
minor key into another. In this case, all other notes are to be played according to the signature giyen for 
the nuQor key. 
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Fint Part. 


I. From C (mf\}or and minor): 

1. into D^ {C^ major or minor: 2. into D\ 



^^ 


Modnlation. Cadences. 1 


^ 


^^ 


7S. 


:^), 


^^ 


■0>)^_^_i, 


e 


f 


%: 


3. into £f: 



5 


j; 0m^ . 


4. into ^: 


bi|>'-i. i Hi j^ j^ 


ig 


P 


ffl^ 


^ 


^^ 


6. into F^ (0\>): 


7. into G. 





r 


S 


-^ 


m 


r 


«■) 


J 



mim 


-^ 


t^- 


W^ 


t5>- 


^ 


T«^ 


ghj»- 


t 



^ 


8. into A\^: 


9. into A: 




Pdzz-d 


e 


(>UJ (i>) 


s^ — ^ — ,,1 — ^ 


di) 


5 
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10. into B^: 


11. into B (CW: 



«^^^^^ 


l ^ IWf ^"^JLLi-J =: 


-(^ 


I 


1. into D: 



IL From 1>1^ (Cj): 

2. into J?t^: 


3. into E: 


t In this and all sub- -j— ^ j 


sequent modulations -Ji/.^^/j-x^^ 
where the cadences —^^r^-^W— 


fcfe:(^: 



are omitted, the pupil 
will annex the fore- 
tt J goiug cadences of the 
♦Wt ^ respective keys. 


a ^to ^ 



4. into JF: 


5. into (?[? (!?'{(): 6. into G: 



8. into J: 


9. into -Bl?: 



10. into B (C\^): 


11. into C: 






1 


P«^- 



l^ 


,|i 


I 


1«' 


}^ 


-^ 



1 
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Fint Part. 


m. From D: 

1. into E: 3. into F: 


4. into F^ (G\i): 



5. into O: 


6. into A};: 


7. into A: 



8. into jBb: 


9. into B: 





^(^), 


P ^ (0^ 




10. into C: 


11. into 2)|> (Cjl): 



2. into F: 


IV. Froiii JEh 

3. into <?t> (jPjl): 
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6. into A\ 


4. into O: ^^^^^ 5. into Ay. 

y j ^ .Jl. ■ ^ iL, - I — ^- 


7. into B^: 



ii 


8. into B {CV)'. 


9. into (7: 



10. into D^ iCJH): 11. into D: 



V. From H: 

2. into f J( (gt^); 3. into G: 


4. into .i|> ((?|); 




t* 


^ \} <oa 



5. into J.: 



K5P 


t^ 


3 


s 



3 


^ 
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Finrt; Part. 


7. into B (CV): 


8. into C: 


9. into C| (DW: 



^5!l^ 


p^te 


yy 


^s^^^^i^^ 


F 





10. into D: 



VI. From J*: 


1. into 0\^: 


j. 


^ipW#Oi: 


2. into 0": 

I 


3. into At?: 


4. into A: 


bd^ A^ tM^^^^ . 


*==! 


^F 


S 


! / I w ^ 


R;^ 


s* 
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t^ 


3 


-^» 


5. into £t>: 


6. into B {CV): 



8. into D|» (C7|): 



r-1" 


9. into /): 


10. into E}^: 
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1. into O: 


VIL From FJf {0\^): 

2. into .41? (O^): 3. into A: 


4. inte B}^: 



5. into B (C|?): 


6. into C: 


7. into D]^ (C^y. 



8. into D: 



11. into JP: 


S 


■^ 


r 


i 


—, , t ^ J ^J ,, g< < g hri;J. 


(^. 


'<^ 


■m 


^^ l n ^)a 
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FintPart 


1. into A\^: 


^^ 



YIIL From G: 

2. into A: 3. into B}^: 

A 


4. into B: 



m 


^^ 


H 



i 


E 



5. into C: 


6. into i)t^ (Cj{): 


7. into /): 



10. into -F: 11. into F^ {0\^): 



IX. From Aj^: 


1. into A: 



r -Hisf^ 


3. into £: 


4. into C: 
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5. into Dj; (Cft): 


6. into Z>: 


7. into E\^: 



8. into E: 


9. into F: 


10. into (?b (-Pjp: 



11. into O: 


^m 



t 


ii 


^O^), 


z 


r 


■(^ 


i& 


« 


J i7i »)J-J j ,, 




(1*)«- 


ilE^ 


P 


I 


*)«. 


r 


Si 


J ;-]j 


# 


-^ 


(b)a 


^ — u 


1. into jSt^: 


2. into 5: 


X. From Az 

3. into C: 


4. into Cjj^ (Dt^): 



5. into 2>: 


6. into jE^>: 


7. into E: 


8. into JF': 
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Fint Part 


9. into Fjji {0\i): 


10. into O: 


11. into Aj^: 



1. into B: 


XI. From b\^i 

2. into C: 3. into D\^ {C^: 


4. into D: 



5. into E^: 


6. into E: 


7. into JF': 


8. into (?> (FJf): 



9. into G^: 


10. into A^: 


11. into A: 



Xn. From B: 


1. into C: 


2. into Q<2)t^): 


3. into D 
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4 into E}^: 


5. into E: 


6. into F: 



7. into F^ (G^b): 


8. into O: 


9. into A\^: 


10. into A: 



11. into Bt^: 



# 



^^ 


^ 


k 


0); 


^^f^ 


^ 



T^ 


0') 


rT 


I 


/Ts 


2L_JJ 


S^ 


~m^ 




^ 


■25^ 


Another very interesting method of modnlating is worth noticing for the sake of variety. Each of the 

three chords below will afford a means of transition into all keys, by way of an exchange of enharmonic 

tones and a proper resolation. 

1. 2. 3. 


i 


t 






^ffi 
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FiTBt Part. 


D. 


F. 




D^ ((7#). 


^^p^tf KU )^ 


— ^^ A 


fcb^ 


y. ^ fe 


<$> 


■tfi 



E. 



2. into D: 
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^^^P 


^K^. I I I 





(?> (Fjji). 



8. into E: 
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Fint Part. 
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(►)^ 


rT^ 


tb 
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:z. 


9 ^ 


■^ 


^f y-^^ 


= l>b | g Im>% =^ 



(>) 






fm^ 



's.^m -p-d*) 


fTTcr 


g^t^»^ 



f. 


B. 



=(t?^±3=5 





^) g! Itf tf.g f I 






I 


The second part of these instruction contains a coUection of pieces intended for divine seryice. Let 
the pnpil diligently study the correct performance, and the technical difftcolties being oyercome, perform every 
piece with the proper combination of stops. Aboye all| the correct fingering mostbe practised with 
great care. 


1. AndofUe. 


SECOND PART. 

Gompositioiis in all keys. 

W. Wedeimuin. 2. AndatUe. 


C. S. Meister. 



8« AndanHno. 


H. Oberhoffer. 


F. KlhmsiedL 4. Andante. 


to 



5, Con moto. 


K. F. Pitsch. 



6. Moderah. 


A. Thlele. 



X8' 


72 


Second Part 


7. Moderato. 


G. F. Reichhardt. 8« 


A. Hesse. 



9. ModercUo. 


W. WetfemniL 




10. Andante. 


Cb. H. Rliick. 



Compofiitions in all keys. 
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a Ett. (1788—1847.) 



12« ModercUo. 


I. Ch. Rinck. (1770—1846.) 
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^^?^ 



\>'' ais t^w 




j- 



" ^^"^^Wriiciir 





C. EH. 
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Second Part. 


14. 






16« Andanie. Soft stops. 


Ch. Rlnck. 



Compositions in all keys. 
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^ ^rfl^ // | j ^ 



-^/r 
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r 


^Vj )h.i ^P l j 1 i J^>1^#^^ f f llajLJ 



A. Kalm. 


j njj^ i J j^j ^ 




p l.h. 


r 


r 


^ 
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cresc. 


<j5^ 
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Second Part. 


18. Moderato, 


P. Piel. 
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r^ff 
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^^ 
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T^ 
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^ 


j 


J 
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m 
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f^ 
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^^ 


P 



^ 


^*mlnor« 

W. Wedemann. 20. Andante. 


L E. Gebbardi. 



21« Con moto. 


Compositions in all keys. 

G. F. Relchtrdt. 22. Larghetto, 
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C. 8. Meisier. 



^^ 
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Jiii 


^m 


3 


t 


23« Andante. 


Ch. Rliick. 



24. Moderato. Fnll Organ. 


R. Fflhrer. (1807—1861.) 



25« Andante. j. g. Herzog. 



i 


..L^ 


i 


4 3J^, 4^J 


E 
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Second Part 


26. 


C. Ett. 
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e 



fe 
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27. Larghetto. FuU Orgaiu 


M. Broslg. 
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^Ei 
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P 
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28. 


Fr. KMiwn. 
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Compositionff in all keys. 

G-maJor. 
L s. 80. 
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j. s. 
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W. Wedemann. 32. 
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C S. Melster. 


^ S T^ 


p 


r f 


t^- 




1 


i^ 


r 


f 


r 


ff [f^F 


f 



u 




r 


^ 


I 


33. Andanie. 


Gebhardl. 34« Moderato. 


C. S. Melster. 




36« Modetato. 


H. Engel. 
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38. ITnlinUt. 

-t^— f --f^ 


R. FDhfM. 
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41. 
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Jos. Grfttz. (1760—1826.) 
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Second Part. 


L. PMrtail. 




45. I J I 


A. Kalm. 
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46. Maestoso. 



,,, /J i J.j h-A 



4=UJ 


p 


^^a 


2B 




I 


^#=3 




J=^ 


^ 


S^ 



r 


5 




p 


lii^ 


i 


J 


fr 


y ij \ iif^ ^ ,^- =^ 


te^ 



^^^ 


2i* 


i 


84 


Second Part 
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48. 


jE?-miiior. 


W. A. MBIItr. 
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W. WtdMnaiin. 



50. Con moto. 


K. F. PittCh. 
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C. Ett 


J. 8eb. Bach. 
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Seoond Part. 


54. 
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P. PM. 
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Second Part 


P. Pltl. 
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Seoond Part 
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62. Adagio. 


C. S. Mtlstor. 
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67. Andantino, 


T-T 


C. 8. MolttMT. 



68# AJlegro non iroppo. 


F. SchMkior. 
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Second Part. 


69. Con moto. 



70. Moderato. 


i. N. KOhne. 
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D. H. Engel. 
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C. Ett. 
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74. Moderato. 


Ch. Rlnck. 
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75. Andante. 


jB-minor. 

C. $. Meltter. 76. 


W. Wedemann. 
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Seccmd Part 


H. GOtze. 
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78. Moderato. 


Ign. Mltterer. 
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P. Plel. 
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J. 8. Bach. (1685—1760.) 
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Second Part 


84. 


C. S. Moltter. 85. 


Ch. Rinck. 



J. G. Herzog. 



87« AndanU. 


B. Brihmlg. 
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C. Elt. 



Note the double sharp in the last bar but three of foUowing piece; it raises the note by 2 semitones, 
and is read f doable sharp, enharmonic with g. 

90. Allegretto, Ch. Rlnck. 
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§.33. 


A brief snrvey of tlie Fonns of Organ-compositiona 

There are in music, according to the analogy of langoage, yarions forms of expressing, or modes 
of exhibiting musical ideas. Eyery composition consists of seyeral moyements (these again of periods, sections, 
phrases, and so forth) which, according to their different nnmber, arrangement and connection, constitate dif- 
ferent styles and forms. 

A. The homophonaus style, in which the prindpal idea of the piece is expressed by one part, while the 
others are subordinate to, and form the accompaniment of the one main part 

B. The polyphonic style, in which all parts, or at least more than one are coordinate, L e. they haye 
each their own melodic deyelopment and partake equally of the ideas expressed by the whole; hence 
each part is an essential or real part of the whole. 

The homophonous style is more simple and easier to comprehend, whereas the polyphonic style is more 
expressiye and more thoroughly penetrated by the musical idea of a composition. 
Both styles are employed in sacred music. 
The principal forms of the polyphonic style are: 

1. Imitation. A motiye, i. e. a model, consisting of two or more tones, is repeated in one part, while 
that part which introduces the model, continues its own melody. If the imitation retains the same 
degrees of tone, and the same progression of interyals, it is termed strict imitation. Free imi- 
tations, howeyer, are those, in which the model is repeated on different degrees and in slightly 
changed interyals. 

Examples of imitation are found among the preceding exercises and, especially, among th^ subseqient 
compositions of those mediaeyal masters who are renowned for their unsurpassed skill in working out a 
theme (thematic work)! May their works be studied with exceeding diligence and perseyerance. 

2. The Canon. Each part contains exactly the same motiye, which, howeyer, is b^un in different bars, 
or, at least, on different timeparts of a bar. 

3. The Fugue, a composition in which a longer motiye, called theme, is imitated by all parts in a suc- 
cession, determined by the precepts of musical aesthetics. After the first passage, a second one fol- 
lows, connected with the first by an episode. In the second passage, the theme frequently appears in 
diyers melodic and rhythmic alterations: inyerted, augmented or diminished. Towards the end of a fiigue, 
all parts repeat the theme in close succession, that is to say, one part sets in before the preceding part 
has finished the theme: this is called a close passage. It is generally executed on the so-called 
Organ-point, i. e. on a sustained tone in the bass-part. Cfr. No. 195. A Fughetta or short fiigae 
contains only one passage of the theme. Cfr. No. 70. 

The principal form of the homophonous style is the song-form, which consists of one or two periods; 
each period containing two phrases akin to each other. — Another form of the homophonous style is 
the yariation. 

A Prelude is a long or short introductory composition to another moyement (e. g. fugue), song, or 
action. The character and key of preludes must agree with the following moyement or with the character of 
a fsast. The same must be said about postludes and interludes. Versetto (strophe) is a term for tliose 
interludes, which are to supply those parts of a song which ai^e not sung by the choir. 

Toccata is a composition without strict form, something Uke a fantasia, containing long-sustained 
chords set to a liyely figuration. 

Here follow some longer and more difficult compositions. 
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§. 34. 

The ancient GliTircli-modes. 

In the peculiar chant of the Church, called Gregorian, or Plain Chant, there ai'e not only two. 
diatonic scales, the major and minor scales of modem music, but each one of the seven constituent tones of 
the scale may be taken as the first, or tonic. Hence we distinguish seven scales different from one another 
by the position of the semitones. The knowledge of these scales is indispensably necessary for the organist, 
because he has to accompany the melodies of plain chant, and fumish preludes and interludes in the same 
mode. It is for this reason, that we append a sjmopsis of the scales and modes, and selection of short and 
easy compositions in all modes. Moreoyer, these compositions afford an opportunity of studying this style of 
music, and of admiring, eyen in shortest passages, the musical art and genius displayed by the composers. 

The scales based on d, e, f, g^ a and c are called authentic modes. The first tone of each scale is 
the tonic, the fifth tone is the dominant ("the ruling tone''), except in the scale constructed on e, in which 
the sixth tone is the dominant Eyery authentic mode has its corresponding plagal mode which begins four 
degrees below the tonic. Hence, in the plagal modes, the tonic is on the fourth degree, the dominant on the 
third aboye the tonic, except in the 4^ and 8^^ scales, where the dominant is on the fourth degree aboye the 
tonic. Compare the fbllowing synopsis: 

These modes indicated by odd figures are authentic; the rest, plagal modes. Obserye the usual 
transpositions subjoined to each mode. The curyed lines point out the position of the semitones. 
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^"" ^ ^ irf 


1 2 3 v4 5 6 7 8 
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one tone lower: ' 
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IX. Hode. 
Aeolian. 

Tonic a\ Dom. e. 

X. Hode. 

• HypoaeoliaiL 

Tonic a; Dom. c 


g 


6 ^7 8 
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IVi tones lower: 


2-^ 
2 tones lower: 


4 6 6 7 8 


2Vt t<me8 lower: 
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IVfl or 2 tonee lower: 
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one tone higfaer: 
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6 7 8 
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« ^ 


t 


3Vt tonee higher. 


^r. ^ '^ "^ " I I 


2 3 .4 


5 6^78 


"C — ^ 
1 2 3 .4 5 6 7 8 


The Jonic mode (XI) is the same as our modem scale of (7-migor, the Aeolian (IX) ia the same as 
our modem il-minor. 
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244. 


JM Grifi. (1760-1826.) 
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SI«eond Part. 


247. 


p. Pi«i. 


I 




248. 


P. Pfei. 249. 




Fr. H. Murschhtuier. (1670—1737.) 
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Fr. H. Murschhtuser. 
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251. Prelude. Foll Organ. 


Fr. H. Murschhtuser. 
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Singeiiberger, Melodeonplajiti^. 
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Second Part. 


252« Modtrato, Soft Btops. 


P. Flel. 






258« Moderato, Soft stops. The model from the Introitus ''Exurgens". 


P. Plel. 
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Tl(e I; mode one toBa.higher: 
2S4. 
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II. Mode. Hypodorie. 
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268* Moderaio assai, 
Soft stops. 


F. Piel. 
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Second Part. 


264* AndatUe. Moderately loud. 

The model firom the IntroitOB: Mihi aatem nimis. 
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Second Part. 
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0. Carltttal. (160(.) 270. 


fiaorg «on PattorwHz. (1730— 18(».) 
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SecQnd Part. 




872. One tone higher. 



Orl. di LatM. (1520—1594.) 
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6. P. Palatfrina. (1514—1524.) 



274. 


IV. Mode. Hypophrygian. 
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280. 


Inctrt. 



P. M. Splm. (t 1778.) 
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P. Piel. 
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Fr. Koenen. 
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L Marenzie. (t 1699.) 
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289* Modiraio mautoso. Loud stopt. 
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Second Part. 


Fr. Suriiiio. (1549—1620.) 
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8yi. One tone lower. 
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IX. Mode. Aeolian. 
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J. Pichelbel. 
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308. 2V, tones higher. j. c. Keri. (1625^1690.) 
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6. B. Fasoio. 



Singenberger, Melodeon-pUying. 
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Second Part. 


310. 37t tones higlier. 


J. Fux. (1660—1741.) 




Ifait. 
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Ped. 



S12. 2Vs tones higher. 
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S«eond Part. 
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814. 1V« tones lower. nuffat (t 1679.) 




^^^MAUu^ 


i 


■^ 


_ r^lf' r I 



§.85. 

Eodesiastical OrdinaaceB concernmg the nse of the Organ. 

1) On all Sundays and those feasts on which the faithfiil abstain from servile work, it befits the 
chorch, that the organ shonld be played and the chanting of mnsicians shonld be employed. c. £p. I, c 28. 

2) On the Snndays of Adyent and Lent, however, the organ shonld be silent, except on the 3 Snn- 
day of Advent ("Gandete^) and the 4^ of Lent Cliaetare'')* ^^^ the playing of the organ is permitted at 


Singenbergar, HelodeoB-pUying. 


46 


1 


178 


Organ. 


High Mass and Vespers only, but not doiing the recital of the other Canonical Honrs. It is, likewise, per- 
mitted on all feast doring Advent and Lent, and on those days which are solemnly celebrated by the Chnrch, 
6. g. on the feasts of St. Mathias, St. Thomafi Aqoinas, St Gregoiy the Great, St Joseph, Annnnciation of the 
Blessed Virgin Mary etc.; moreover, on Manndy Thnrsday at Mass, on Holy Satnrday at Mass and VesperSi 
and whenever the divine service is solemnised for some important motive of joy. 

3) The organ may be played at Votive Maj3ses de B. V. M. on the Satnrdays of Advent and Lent, 
and at the Litanies snng after Vespers. 

4) Whenever the Bishop of the diocese enters a chnrch in solemn procession either to perform flie 
divine service in person or to assist, and when he, afterwards, leaves the chnrch, it is becoming to play the 
organ. Likewise, at the solemn entrance of a Papal Envoy, Cardinal, Archbishop or Bishop of another diocese, 
whom the Ordinary wishes to honor, the organ shonld be played, nntil the Prelate has flnished prayers and 
the service is to commence. 

5) On feasts of higher rank, when the Matins are said in a solemn manner, the organ may be employed 
£rom beginning to end, as at Vespers. 

6) At Matins, Mass and Vespers, the first and the last strophe or verses of Hymns and Cantides, as 
well as those strophes or verses at which a gennflection is to be made, e. g. "Te ergo qnaesnmns** in the Te 
Deum, "Tantnm ergo^ when the Blessed Sacrament is exposed, and others, should be snng by the choir with 
a distjnct pronnnciation of the words, bnt not merely supplied by the organ. The same mle applies to the 
"Gloria Patri'^ even though the verse or strophe immediately preceding has been sung by the choir. 

7) At other Canonical Honrs, which are recited in choro, it is not customary to employ the orgUL 
But if such a custom exist anywhere, tho play the organ, for instance, at the Tierce, espedally when the 
Bishop, at the same time, puts on the sacred vestments, the custom may be kept up. Yet, it must be bome in 
mind, that those parts which are not sung, but merely supplied by the organ, are to be distinctly recited by 
one of the chanters. It is commendable that the organ should accompany the chanter^s recitaL 

8) At Solemn Vespers, the organ is usually played after every psalm, and altemately at the Hymns 
and the "Magnificat^S the above mentioned rules being strictly observed. 

9) During Solemn High Mass the organ is played altemately at the Eyrie, Gloria, Gradual, Sanctus 
and Agnus Dei; then at the Offertory, and during the Consecration in softer and more solemn strains; finally 
at the Communio, and at the end of Mass. 

10) At the Credo, however, it is forbidden to supply altemate parts by the organ; but it must be 
distinctly sung by the choir from beginning to end. 

11) Care must be taken, lest the tunes of the organ become lascivious or sentimental, again, that the 
melodies and harmonies, far from being profane or indecorous, agree with the character of the divine service; 
other instmments beside the organ should not be employed. 

12) Likewise, both the singers and musicians should take precautions, lest their singing which is 
intended to promote piety, savour of levity or wantonness; let the music be such as not to divert the minds of 
the listeners from prayer and pious contemplations; let it be devout, clear and intelligible. 

13) In Masses and offlces for de dead we employ neither the organ nor figured music, but only Pkin 
Chant which is also proper for the seasons of Advent and Lent A precept to this effect refers especially to 
the time from the 5^ Sunday of Lent to Easter, except Maundy Thursday and Holy Saturday. c. £p. n. o. 20, 4 

14) The use of the organ at Bequiem-masses may be tolerated, but its tunes should be reserved and 
suitable to the moumftd character of the divine service. March 30, 1629. 
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APPENDIX. 

Shall the Gregorian ohant in general, the Prefaoe and Pater noster in Partioular, be aooompanied? 

Time and again we are asked: Is the Gregoiian chant to be accompanied by the organ? Let the 
question be answered in whatever way, one thing is certain, there is no ecclesiastical decision against snch 
accompaniment. Considering the qnestion from its historical and musical stand-points, any and every kind of 
harmonization is to be rejected as an anachronistic and incongmous additamentum. The Gregorian chant 
was conceived as mere melodies inspired by the sacred text, and not founded on certain harmonic tone com- 
binations on which modem harmony is built; for harmony in the modem sense of the therm was unknown to 
the ancient world. For that reason any harmonization of the Gregorian chant will always constitute an 
unwarrantable garb man*ing its peculiar beauties rather than presenting them in their proper light. 

From a practical point of yiew, however, a befitting accompaniment by the organ will recommend itself, 
be it for assisting the execution of the chant, be it on account of the paucity of singers, be it to prevent 
tiresomeness on the part of the performers and to steady their voices, or for producing variety, always aflfording 
pleasure and delight. At all events the accompaniment must be in keeping with the characteristic peculiarities 
of the ancient church tonalities that differ essentially from our modem major and minor keys; it is never allowed 
to deviate from the melodic nature of the chant, its only object being the elucidation of the melody ensuring 
an easy and flowing declamation of the sacred text. — Though it may be allowed to accompany the Preface 
and Pater noster still it would be better to omit them, from both musical and practical considerations. It not 
unfrequently happens that the offlciating priest sings them incorrectly, or his voice is faulty; in such cases an 
accompaniment may cover many sins against cleamess and beauty of the chant, still the dissonances caused 
will liarshly grate on the ears of the hearers. On the contrary, is the Preface sung correctly and with a sonorous 
voice, many niceties will be destroyed; for 1) the organ-tone is of an uncouth and much less supple nature than 
the human voice; 2) Are the chanters — the priest and the organist — at too great a distance as to make it 
possible for both to proceed simultaneously, as we all know from experience. In this wise, melody and harmony 
are clashing and the effect far from producing an effect to edify the eongregations or to enhance their devotion. 

Moreover the Preface shonld always be sung "intelligibili voce^, which is rendered impossible if the 
organ accompaniment is too loud; flnally, a temporary pause on the part of the organist is a veritable recrea- 
tion, more condudve to tme devotion than an uncessant dinning of sound, more particularly at a moment when 
the offering priest intones that sublime, majestic hymnus requiring a frame of mind to which a dead instm- 
ment, like the organ, by no means can do justice. From all these considerations, it is evident that the organ 
accompaniment would better be omitted than executed: better none than incoiTectness and inevitable diversion. 

Conceive of an organist to whom both tonality and melody of the Preface are unknown quantities, 
accompanying the offtciating priest with an organ only in rare cases in time, how is it possible for the priest 
to sing it correcUy? Or the organist is mnning up and down the keyboard as if in a rage, what kind of 
nerves must the priest possess in order to proceed composedly with a melody the most solemn, sublime, simple, 
grave and holy? In such instances the only remedy is an imperative: "Organum non pulsetur^ — the organ 
shall not be played. If, however, an accompaniment is desirable, well, let it be one correcUy contrived, tona- 
Uty in consonance with the nature of the melody, sustaining the voice of the priest and doing ftdl justice to 
text and melody. 

In this sense the harmonizations must be taken. Respecting the execution of the organ part we will 
merely state, 1) that only soft stops (8^ are to be drawn, by means of which the priest will keep the proper 
pitch, his voice will be sustained and not drowned. The organ is but to serve and not to domineer, the former 
to be done in the most discreet manner. — 2) The accompaniment is to be executed fluently in order not to 
impede the declamation of the text Hence the Organist always ought to be guided by the chant at the altar. 
If the priest evinces any inclination to flatten his voice, a UtUe more powerfnl stop wiU restore his proper 
pitch instantly. The question as to what chord should be the closing one of the preface is easily answered. 
In as much as the foUowing "Sanctus" is intimately connected with the Preface, the chord to be played wiU 
be either major or minor, according tho the incipient chord of the Sanctus. — The responses should be taken 
from the Boman missal and song in unison by choir and congregation. The Antiphones, by which the 

46* 


180 


Appendiz. 


priest greets and invites the choir, — the representative of ihe congregation -— to offer np praise and thanks- 
giying, woold be more worthily re-echoed. Thos after the grandest of hymns of praise, the choir will chime 
in with the angels singing before the throne of the Lamb, the thrice Holy, Holy, Holy, for the glory of the 
JiOrd and His immacnlate Sponse, the chnrch, as well as for the edification and salyation of the faithfnL 
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L At the SprmUiiig of Holy Water. 

1. On Snndays thronghont the year exeept at Paschal time, 

Adsperges me. a. 
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Adsperges me is repeated by the choir as far as the Psahn. On Passion- and Palm-Snnday the 
Gloria Patri is omitted and the Ad&iperges me is repeated immediately after the Psabn. 
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Intonation. 
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Adsperges me is repeated by the choir as far at the Psalm. 
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I. At the Sprinkling of Holy Water. 

2) At Pasehal time, namely, from Easterday till Penteeost, InelusiYe. 

Vidi aquam. 
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n. The Maimef of Respondiiig at High Mass on Simdays and Feasts, both Donble 

and Semidonble. 

1. At the Prayers or Collects. 
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I(. G16ria ti - bi, D6mi-ne. 
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3. At the Prefiiee. 
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Y. Per 6 - mni - a etc. !£(. A - men. Y. D6minn8 etc. Q. Et cnm spi - ri - tn tn - o. y. Snrsnm etc. 
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"Ef, Dig - nnm et jn - stom est. 

Js- J Jk 


B. A - men. Id^ Et com spi • ri - tn ta 
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I(. Ha - b6 - mnB ad D6 - mi - nnm. I^. Dig - num et ju - stnm est. 



4. At the Pater noster. 
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5. At the Pax Domijii. 
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Per 6mnia etc. and It. Amen like at 
Pater noster**. 
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Y. Pax D6mini etc. JE}. Et cum spi - ri - tn tu - o. 
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8. Et cnm spi - ri - tn tn - o. 
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9. Et cnm spi - ri - tn tn - o. 
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6. At the Ite Hlssa est, or Benedlcamns. 

1) From Holy Saturday till Satarday inAlbis. 
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2) Oq Solemn Feasts. 
Exceptions are noted at No. 4. 
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3) On donble Feasts. 
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n. The Hanner of BespcMiding at High Hass. 
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4) In Masses of oar B. Lady. 
That is in all Masses in which the PrefEuse of the Nativity or of the B. V. Mary is used, e. g. Ghristmass-Day 
and the Octaye, the Feast of the Holy Name, Corpos Christif and the Octave; bnt on the Sunday in the Octave 

of the Lnmacalate Conception, the Advent form (No. 7) is used. 
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6) On Sandays thronghont the year, Semi-donble Feasts, and in Octayes, 

except those of the B. Virgin. 
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gr&-ti-a8. 
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6) On tbe Snndays called Septaagesima, Sexagesima and Qainqaagesima. 

7) On the Sundays in Adyent and Lent 
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lE The Manner of Besponding at Higli Mass on Simple Feasts, Week-days 

and at Masses for tlie Dead. 

1. At the Prayers. 2. At the Cfospel. 
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R. £t com spiritn tn- o. ^. A-men. ^. G16ria ti - bi, D6mine. 
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3. At the Preface. 
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4. At the Pater noster. 
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5. At the Pax Domini. 
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B. A - men. !R. £t cnm spiritn tn - o. 
nr^ — ^ ^ \\ \M ^T ^ 



K. A - men.' I(. Et cnm spiritn tn - o. 
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7. At the Benedieamns, 

on Week-days, except in Advent or Lent 



Be - ne - di - c& - mns D6 - mi - no. 
B. De - - - grd - ti - as. 


w 


■w- 



\ 


7. In Masses for the Dead. 
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y. Reqni^scant etc. B* A - men. 
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IV. AU the Prefaces and the Pater noster in tono solenmi. 


1. De NatiTltate. 

From Christmas to Epiphany (except the Octave Day of St. John the Evangelist), on the Parification, on 
Corpns Christi, and during its Octave (if no Festiyal occnr having a proper Preface), on the Feast of the. 

Transfignration and of the Holy Name. 


^mi 



Per 6 - mni -a s&e-ca-lasae-ca-16- rom. I(. A - men. 
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D6-mi-nas yo - bis-com. 
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B. Et cam spi - ri - ta ta - o. Sar - sam eor - da. ^. Ha-b^ - mas ad D6-mi-nam. 
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Gr& - ti - as a - g& - mas D6 - mi -no De - o no - stro. S. Di - gnam et ja - stam est 




Ve - re dignam et Jastam est, ae-qaom et sa - la 
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t& f re nos ti-bi semper, 
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et nbi-qne gr& - ti - as & 
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ge-re, D6 - mine sancte, Pater omnipotens ae-t^-ne 


De - HB. 
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td - tis in-fdl - sit: ntdnmvisibiliterDe-nm co - gn6 - sci-mns, per hnnc in in-yi-si - bi - li-nm 
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ni-bns, cnmqne omni militia coe-16-stis ex - 4r - ci-tuB, 
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hym-nom gl6riae tu - 
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di - c6n - tes. 
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2. De Eplphania. 

On the Feast of the Epipbany and doring the Octave. 
,,Per 6mnia etc. Vere dignom • . . . . Pater omnipotens aet6me Dens", see page 193. 
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no - ya nos immortalit&tis sa - ae la - ce 


vit. ,,Et ideo'S see page 194. 



3. In Quadragesima. 

From the 1"^ Snnday of Lent, to Passion-Sonday, on all Feasts (dnplex and semidnplex), which have no 

proper Freface. 



Per 6 - mni -a s&e-ca-la sae-ca-16 ^ ram. I(. A - men. 
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Or&-ti-as a-g&-ma8 D6-mi - no De - o no - 8tro.]E(.Di - gnnm et jn - Btam est 


1 -j i^— ^. 'i' > I 




Ve - re dignam et jostam est aeqaam et 8a - la - t4 - re nos tibi semper, et abiqae gr& - ti - as 
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& - ge-re, D6mine sancte, Fater omnipotens, ae-t6r-ne De - os. Qai corpor&li jejdnio 
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vi - ti - a c6m - pri-mis, men-tem 6 - le- vas, vir-tA-tem lar - gi - ris, et prAe - mi - a: 
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Per Chri - stom D6 - ni-nam no - stram. Per qnem majest&tem taam laadant An - ge - li, 
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ad-6-rant Do-mi-na- ti - 6 - nes, tremunt po - te-st& - tes. Coe-li, coelornmqaeyirtAte8,|acbe- 



t^i 




& - ta S6 - raphim 86 


ci - a exnltati - 6 
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ne con-c6 - lebrant. Cam qoibas et nostras voces, 
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at admitti jdbeas, de - pre - c4 - mar sdp 
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>-yj j. 
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pli- ci con-fe8-Bi-6 - ne di-c6n - tes. 
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4. De Cruee. 

On Passion and Palm-Sonday, on Holy Thorsday, and on all Feasts (duplex and semiduplez) not haying a 
special Preface, which may be celebrated dniing this time; also on the Feasts of the Holy Cross, of the Sacred 

Heart, and of the Precions Blood. 

,,Per 6mnia etc. Vere dignam aet6me Deas^S see page 195 and 196. 



i^ 


^ 


t 


^ 


r 


w 


H^ 


n 



^ 
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in lingno qaoqne vin - ce - r6 - tnr; Per Chri 
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5. In IHe Paseliae. 

From Easter Satorday to Satorday in albis, on Sondays till Ascension, and on all Feasts (duplez and semi- 

duplez) during this time, not having a proper Pre&ce. 
,,Per 6mnia etc.'S see page 193. 
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Ve-re dignam et jostom est, aeqaum et sa - la - t4 - re: Te qoidem D6mine o - mni t6m - i>o - re 
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m 


est Chri - stoB. I-pse e-nim ve-ros est A - gnos qui ab 
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ffit ideo etc.'S see page 194. 
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6. Be Ascenslone. 

From Ascension Thnrsday to the Vigil of Pentecost (exclnsive) and on all intervening Feasts, not having a 

special Pre&ce. 
„Per 6mnia etc. Vere dignum .... aet^me Dens", see page 193. 
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Per Chri - stom D6 - mi - num no - stmm. Qoi post reBnrrecti^nem saam 6mnibu8 discipulis suis 
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ut nos divinit&tis suae tri - bi - e - ret es - se par-t{ - ci-pes. ,,Et ideo etc.", wie pag. 194. 
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7. De Penteeoste. 

From the Vigil of Pentecost to the following Satorday (inclnsive). 

„Per 6mnia etc. Vere dignum .... D6minum nostrum", see page 199. 
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^ 



60» 


200 


Appeadiz. 



m 


m 


to - tus in orbe ter-ri-rnin miin - dns ez-sfil - tit Sed et snpteiaa virtitet atqiie aiig£tieae 
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8. Be S8. Trlnltete. 
On Trinity Sunday, and on all Snndays thron^out the year not having a speciai Prefiibee. 
,,Per 6mnia etc.", see page 195. 
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non in onins 8ingalari-t& - te per - 86 - naoi sedin n-nin8Tri-ni-t& - te snb-stdn - ti - ae. 




Qaod enim de tna gl6ria re-ye-l&n-te tOi cr6 - di-mns, hoc de Fi - li - o tn - o, 

CafUus firmus. i k i i 
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Qnam laadant Angelii at-qne Arch - an • ge-li, Chi-ni-bim quo - que ac 86 



qoi non cessant damire quo •ti»di-e n-navo • oe 

'Jrl. j. 


di - oAn 


tee. 



9« In Festis B. Hariae. 

On all Feasts of the B. V. M. (except the Porification, when the Preface of the Nativity is nsed) and dnring 
their Octayes, and ^n other Feasts, Ming within these Octayes, that haye no spedal PreCaoe. 
,iFer 6mnia etc Vere dignnm . • • • aetime Dens", see page 196. 




et virginitatis gl6ria permandntei Inmen aetimnm mnndo ef • fii • dit, Jesnm Christnm D& - mi-nnm no - stmnL 


' f f h^ ^ 



,iPer qnem mijest&tem etc/', see page 196. 
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10. Se Apostolls. 

On Feasts of AposUes and Evangelists (ezcept the Feast of St John, Evang.) and during their Octaves, and 

on Feasts within these Octayes not haying a proper Preface. 
„Per 6mnia etc^S see page 193. 
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con-ti-na-a pro-te-cti-6 
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ne ca-Bt6 - di-as. Ut iisdem rect6ribas ga-ber - n6 - tar, 
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„Et ideo etc.''| see page 194. 

11. Frftfiitio eonmLimis. 

On all Feasts and dnring their Octaves, and bn all Semidoables haying no special Preface. 
,,Per 6mnia etc'', see page 195. 
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D6mine sancte, Pater omnipotens, ae-t&- ne 
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,,Per qnem majest&tem etc", see page 196. 
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da no-bifl h6-di-e. £t di-mit-te 



no-bis d6-bi-ta no-stra, sic-ut et nos di- mit-ti-mns 
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(2^/, tones higher.) 
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nem. I(. Sed li - be • ra nos a ma • lo. 


V. The Preikoe in tono ferialL 

1. De Natiritote DomliiL 

For all Votive Masses of the Host Holy Sacrament and of tbe Sacred Name; also for Yotiye Masses on 

Thorsdays througlioat the year. 
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■ :t 



per hnnc inin-vi-si-bi-li-nm a-m6-rem ra 


ideo cnm Angelis et Arch&n - ge - lis, 


m 


\% ^ 
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fcfc 


cam Thronis et Domi • na • ti 

r I— , 


- 6 - ni - bns; cam - gne onmi militia coe - 14 • stis ex • 6r - d - tiu, 


^ 


r 



^^ 



2. De Spirita saneto. 

In Votive Masses of the Holy Ghost. 
„Per 6mnia etc Yere dignom etc", «ee page 207. 



Ae - t6r - ne De - ns. Per ChrlBtom D6mi -nnm nostmm. Qni asc&idens snper omnes coelof, sedinsqae ad 


f^f r r f- 


H 


f r r I I r 


-W- 


«t 





r 


d6z-te-ram tn • am, pro - missnm Spiritnm sanctnm in fi-li-os ad-op-ti - 6-ms ef-fi-dit. 



^ 


t 



Qna-propter pro-fA - sis g4a-di - is, to - tns in orbe ter - r&-ram man-das ex-stil-tat Sed et sap&mae Virtates, 


y. The Prefaoe in tono fBriali. 
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i 


Pzi 


^^.^7 ^ 


J J <g J # — fc^ 

K — J ^ 


m 


s 


atqne angSlicae Po - te- 8t& - tes, Iiym-num gI6riae tn • ae c6n - ci-nnnt, si - ne 


f — C I f i j 


M 


fi - ne di - c4n - tes. 


r-r- 

3. De Beata Maria. 

In Votive Masses of the B. V. M. 
„Per 6mnia etc. Vere dignnm etc.", see pag^e 207. 



f 


1 



Ae-t^r-ne De-ns. 


B= i; f r f ^-H-f^ 


Et te in veneratione be&tae Mariae semper Virginis col-lau - d& - re, be - ne - di - ce - re 

'j_^ ■ - j. 


p 


s 


i 


^^ 


J j i-j 


i 


I et prae 


- di - dA - Te. Qnae *tt nnier^ni 


s 


2 


H»" 



■W- 


1 


[g6nitnm tnnm sancti Spiritus obnmbrati-6 - ne con - c^ - pit: 


^ 


■p- 


^ 


■^- 


-e^ 


t :l 


■»< 




.1 


et virginit&tis gl6ria permanente, 

j 


Inmen aet^mum mun-do ef-fd-dit, Je-sumCliri8tumD6-mi-numnostrum. 

j- j^jj. jji 



Per qaem majest&tem tuam laudant An-ge - 11, ad - 6rant Domi - na - ti - 6- nes, tremunt Po-te-st4-tes. 



m 


k 


Coe - li coelortunque VirtAtes, ac 


be - & - ta S6 - ra-phim s6cia exsultati6 - ne con-c^ - le-brant. 


k 


^ 


» 


^ 4i 


& 


n 



n r r 


bliig«Bb«rgcr, Mtlodm-pUTing. 


68 


210 


Appendix. 



Cam quibaB et nostras yoces, 


nt admitti jtibeas, de - pre - c4 - mar, stip - plici confessi - 6 - ne di- 6en - tes. 



4. Praeflitio eonuniinlsy 

On Simple Feasts, on Ferial days having no special Prefeu^e, and in Masses for the Dead. 

„Per 6mnia etc. Vere dignnm etc.'S see page 206. 



Ae - t6r - ne De - ns, per Christnm D6-mi - nnm no - stmm. Per qaem etc page 209. 


s 


r-^-14 
^ 


M 


i-i-. 



Another transposition of the ^yPraefatio commnnis". 


f 


rr 


l^ 



y. Per 6mni-a ^ A-men. Et cnmspi-ri-tn tn-o. Ha-b^-mas ad D6 - minnm. Dignam et ja-stam est. 



HMl 


Ve - re dignnm et jastam est, aeqaam et sa - la - 1& - re, nos tibi semper et nbiqae gr&-ti - as 

4=i J^ — J-U .-^ it 


■w- 


e 


' P w 


f 





f 


ff 


? 


-^ 


& - ge re: D6 - mine sancte, 


Pater omnipotensi ae-t^r-ne De-ns, per Christam D6-mi-nam nostram. 



y. The PreAtoe in tono ferialL 
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m 






4» 


n 


Per qnem migesUtem tnam landant An-ge- li, ad - 6rant Domi • na- ti - 6-ne8, tremnnt Po-te-st4-te8. 



Coe • liy coelorAmqne Virtfites, ac be-d-ta S^-ra- phim, s6 - cia ez8nltati6-ne con - c6 - le-brant 



fjrfn i; 


:p=g 


■ j J -i- J - 


p 


r^ 



Gnm qnibns et nostras yoces 


nt admitti jAbeas de-pre-c&-mnr 


n 


•^ 


sip - pli *- ci confessi6 

-W 


T 

ne di - c6n-teB. 



r- 


H^ 


>-i^ 


fff 


r 


■W- 


Pater noster In tono feriall^ 

To be nsed on simple Feasts, ferials, and in Masses for the Dead; also in Votive Masses, of a private not 

solemn character. 


iJ. fi 


■g J J J J .a) J j 


Per 6 - mni - a sde - cn - la sae - ca • 16 



men. - r4 - mns: 


'J ;Kj 



m 


>— ^g* 


Praec6pti8 salnt&ribnB m6 • ni • ti, et «li • vina institnti - 6 • ne for-m& • ti, an -dd-mns di • ce • re. 


M 


^ 


f 
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m 


Pa - ter no-8ter, qni es in coe - lis: Sanctific^tnr no-men tn- um: Ad- y6 - ni - at i^egnnm ta - um: 

W i-r-isi A^^ — J=ii 


J-J J; 



1 


f 


^ 


■»■ 


f 


^ 



t 


Z — ^ 



3 


m 


Fi - at YO - Itin - tas tn - a, sic - nt in coe - lo et in ter - ra, Pa-nem nostmm qno - ti - di - & - nnm 



^ 


m 





-^^ 


j j j j j j I j' '" i^ 

' ^ • f r' ^ r^f 


^ 


^ 


I ' 

t 



da no-bis h6 - di - e: Et di-mitte nobis d6bi-ta no-stra, sic-nt et nos di-mit-ti-mus de- bi • t6 • ri-bus 




r f ' ■ K-i r r - r- r 

nostris. Et ne nos in-du-cas in ten-ta - ti - 6 - nem. l^ Sed libera nos a ma • lo. 

I grj— i r I J ^ — ^ J I I J an tft — i, 


t 


■^ 


r^ 


f 


i=t 


r 



r 


VI The maimer of responding at Vespers and tlie Psalm-ToneEL 

1. Deus in s^Jutorium. 

Intonation. Chorns unisono. 



fet 


-w- 



i 


y. Deus, in adjut6 - ri - um me-um in - t^n - de. I$.D6miney ad adjuv&ndum me fe-sti-na. G16ria Patri, et Filio, 


£ 


\ 


m 



VL BetponwB at Veapen. 
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fH 


H5*- 


n 


f^ fO 


■w- 


et Spiritni san-cto: Sicat erat in prindpiOy et nnnc et semper, et in sdecnla 8aecnl6ram. 


A - men. 



"^ From Septuagesima antil Thnrsday in Holy Week, instead of the Allelaia 
the following shonld be sung: 



Al - le - In 


ja. 


Laos tibiy D6mine, Eez aet^me gl6 - ri - ae. 




-^ 


jSl 


•^ 


■W- 


y. Deus 


mm- 


!(. D6miney ad adjuv&ndam me fe - sti - na. 016ria Patri, et FiUo, 


t^- 


H»- 


t 


u 


S 


■^ 


^ 


w^ 


s 


w 

et Spiritui san - cto. Sicut erat in principio, et nunc, et semper, et in s&ecula saecu16rum. A 


men. 


m 


w 


■w- 


i 


f 


H 


l 


H 


n 


-^ 


u 


i 


^ 


f^ 


-^ 


From Septnagesima nntil Tursday in Holy Week: 


W- 


ra 


"W- 



ja. 


Al - le - lu 


r 




Laus tibi, Ddmine, Bex aet6rnae gl& • ri - ae. 


1 


BingenbergeT, Melodeon-playing. 


W 


■*» 


5 


i 


f 


IJ 


54 
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AjfgttaitL 


k' 




:=«= 


^ 


r 


^ 


'; ^ 


y. Deus B. D6mine, ad a^ay&ndnm me fe • sti - na. Glfida Patii, et Filio, 



m' 






*. 




From Septaagesima until Holy Thnrsday: 




i 


e 


Al - le - lA 



ja. 



Lans tibi, D6minei Rez aet^e gI6 - ri - ae. 

-lA 


w 


n 


f 


f 


H 


L Tone. 
Initium. 


Mediatio. 


2. The Psaliii-T&lies. 

Finalis 1. 


Fin. 2. 



Fin. 3. 


Fin. 4 


Fin. 5. 



VI. Th« PMUt-Tonei. 
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One tone higher: 


Fin. 1. 



Fin. 2. 


Fin. 3. 


Fin. 4. 


Fin. 5. 



n. Tone, a Fourth higher: 

Initiam. Mediatio. 


Finalis. a Third higher: 


Fin. 



Tone, one tone lower, 
Initiam. Mediatio. 


Fin. 1. 


i 


Fin. 2. 



Fin. 3. 



U* 


\ 
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IV. Tone. 
Litonatio. 


Med. 


Pm. 1. 


Fin. 2. 


Fin. 3. 



One tone higher: 

Initinm. 


Med. 


Fin. 1. 


Fin. 2. 


Fin. 3. 



V. Tone, one tone lower: 

Initinm. Med. 


Fin. 


a Third lower: 



VI. Tone. 
Initium. 


One tone higher: 



VIL Tone, a Third lower: 

Initinm. Med. 


Fin. 1. 


Fin. 2. 

^ J J J-J 




j^j^M ^JM U "^^UyJk 'A^ A, 



Biugflnborffvrt Uulodaoa-plAjuiif. 
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3. Ad CBpitalam. 



}(. Dirig&tnr, D6iiiine, | oiitlo me - a. 
^ Sicnt incinstnn in coaep6ctii tu 


6. Benedicamns and Deo gratias ia snag to one or otlier of tbe chaiita 1, 2, 3, 4, 5 page 187—190. 

7. The Responses "Et cum spirita tao; Amen; Et ■vitam aeternam Amen", — on one note, see p. 184. 

Vn. At Benediction of the Most Holy Sacrament 

1. «latarls. , , 

^^""^^- I J J J J J j I - -^ i J 



.••■*.•■ 


VII. At Benediction. 
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1. 6 - 8ti-um: Bel - la premant lio - sti -li - a, Da ro-bQr,fer aa - xi- li-om. Modolation and 

2. gl6 - ri - a: Qoi vi-tam si - ne t4r- mi - no No - bis do-net in p&-tri - a. Prelnde for the following 

I I . I i^ "Tantum ergo". 


x Lr 'r l . , f\r -^M ^ 


m 


F 


^m 


rrrTrrrT 




[ ^^M 


2. Tautuin ergo. 


M 



rr 



i 


r 


1. Tantam er-go Sa-cra-m4n-tam Ve-ne-r6-mar c6r-na - i, 

2. Ge • ni - 16 - ri, Ge - ni - t6 - qne Laas et ju - bi - U - ti - o, 

r , , , , , . , , r j 


Et an - tiqnam do - ca-m^n-tom 
Sa-las, ho-nor, yir-tas qao-que 



1. No-vo ce - dat ri - ta - i, Praestet fi - des sup - ple-m6n-tam S^n-sa-um de - f6-cta - i. 

2, Sit et be - ne - di - cti - o; Pro-ce-d6n - ti ab u-tr6-qae Compar sit lau - d&-ti - o. 




1. . . 


Hl^ 



66* 





>rn 
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8. Pani^e llugrua. Tantum ergo. 


Vesperale Bomaunin. 

" I I k I i Z3 



1. Pan-ge, lin-gua, i^lo-ri - o - hI C6r-po - ris my 
2.f5.)Tantam er-go Sa-cra-m6n - tum Ve-ne - r6-mm' 
3.(6.) Ge - ni - tft - ri, Ge - ni - to - que, Laus et ju - bi 


8te - ri - um, 
c6r-nu - i, 
I^ - ti - 0, 


San-gui-nis • que pre - ti - 6 - si, 

£t an -ti-quum do - cu-men-tum 

Sa - lus, ho - nor, vir-tus quo-que 





1 . (jufMn in niun-di pre - ti - um 

2. No - vo ce - dat ri - tu - i, 

3. Sit et bc - ne - di - cti - o; 


Fnictus ven-tris ge - ne - r6 - si, Rex ef - fn - dit g6n - ti - um. 

Praestct fi - des 8up-ple-m6n - tum S^n-su - um de - f§ - ctu - i. 

Pro-ce-den- ti ab u-tr6 - que Compar sit lau-dd. - ti - o. A t men. 



4. Venl treator. 

t 


Vesperale Romanuni. 



1. 

Vo -ni Cre 

a - tor, 

Spi 

7. 

I)c - Pa ■ 

. tri sit 

^lo 


ri - tU8, Men-tes tu - 6 - nim 
ri - a, "E - jus-que so - li 
* T. P. Et Fi - llo. qui a 

J. __.J^J J_ 


VI 

Fi 
m6r 


bi - ta, Im -^ple 
li - 0, Cum Spi 
tu - 13 Sur - t6 


p „ 


8U- 

ri- 

xit 



2. Qtti dioeris Paraditus, — Altissimi donum Dei, — 4, Atcende lumen sensibus, — Inffinde^amorem cordibus, — 
Fous vivus, igmis, cAritas, — Et spiritAlis unctio. Infirma nostri corporis — Virtiite firmans perpeti. 

3. Tu septif^rmis muuoro, — Digitus pat^niae dexteitie, — 7x Hostem rep^llas longius — Pac^mque dones pr6tinus, — 
Tu rite promissum Patris. — Serm6ne ditans guttura. Duct6re sic te pr&evio — Vit^mos onme n6xium. 

0. Per te scLAmus da Patrem. — Noscdmus atque Filium. — 

Teque utriusque Spiritum — Ci-eddmus omni t^mpore. 


Julius KlinkhAnl:. Loipzig. printiTH. 
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